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lace of the imagination in education? The word imagination 
- in the government's list of “Goals 2000,” nor does it turn 
is of behavioral objectives or educational outcomes. There is no 
sion curriculum or pedagogy of the imagination in our schools. Yer 
Wallace Stevens wrote, “the imagination is the power of the 
the possibilities of things,” then to neglect the imagination is 
tish children’s worlds and to narrow their hopes. 
possibilities of chings"—the counterfactual world of supposings 
maginings—make it possible for children to stretch themselves be- 
their everyday realities and confront experience with the question 
” What if there were no moncy in the world? What if you could 
meanings of words? What if you had a magic wand, a sack filled 
nts, or the Holy Grail? What if people were made of butter, 
carbon paper? 
Gianni Rodari, stage left, with questions like these and with his 
of the imagination. In this book Rodari examines the ways in 
ple—parents and poets as well as teachers and children—can 
in imaginative play. The word collaborate is the operative one. 
i the teacher is an “animator,” someone who brings to life cre- 
across all subjects of the curriculum and all realms of che imagi- 
He envisions the teacher as “an adult who is with the children co 
the best in himself or herself, to develop his or her own creative 
n, imagination, and constructive commitment.” 
aginative exercises in this book and the new role of the teacher 
and eventually instituted as the core of teaching young, chil- 
the schools of Reggio Emilia in northern Italy, The goal of this 
to mold schools into cooperative, imaginative learning commu- 
in which teachers and children engage in the imaginative exploration 
ali tis, in the exploration of what might be as well as what is. In 
context there is no hierarchy of fields whatsoever. Basically there is 
field—reality, encountered from all points of view, beginning with 
Mist reality of the school community, togetherness, the way of being 
Working together. In a school of this kind the child is no longer a 
fumer"of culture and values, but a creator and producer of values and 
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This educational vision for young children is close to Paolo B to sec how this could be done in language arts classes for stu- 
as a prelude co writing stories or developing improvisa- 


vision of adult education, and is one that fits into a view of the II ages 
is cooperative, compassionate, and egalitarian. It implies that the | slays. In physics class one could extend the exercise by asking 
creates imaginative challenges for the children (there are dozens of by 
and specific ones in this book), speaks with the children about 2 
are doing, listens carefully to what the children say, and follows the 
in the development of projects. In this context the teacher is n 
facilitator or coach. On the contrary, the teacher is an active p 
who brings exercises and ideas co the learning situation, engages 
those exercises along with the children, challenges the children to. 
and speak about whar they are doing, and brings the work to ¢ 
where it can be shared both in the classroom and in the community, 
inspiring vision of the reacher as artist and visionary walks the delic; 
berween didactic and hands-off teaching. Rodari’s examples of 
works provide tonic to the often useless debates between authori 
free educators. Rodari develops a communal, creative, third way in) 
teachers and students are engaged in imaginative work and play toy 
Many of Rodari’s ideas were developed in the schools of Reggio 
In addition co working directly with young children, Rodari wo 
teachers and whole school staffs. Over the years his ideas have beco: 
of the everyday fabric of schooling there. Recently “The Hundred. 
guages of Childhood,” an art exhibit sponsored by The Council fo: 
Childhood Professional Recognition, has been traveling throughou 
United States. It includes children’s work, photographs, informationa 
the Reggio Emilia philosophy, theoretical background, and teaching 
ods. The exhibit, along with the reports of many American educator 
have visited the schools in Reggio Emilia, has begun co bring Rodarisi 
into carly childhood education in the United States. 
Though Rodari’s work has been primarily with young childre 
ideas can be adapted for use with students of all ages. Many of the 
would work wonderfully in creative writing classes in high school and 
lege. For example, in talking about Pinocchio, Rodari suggests 
dren think about what it would be like to be made of wood. The an 
can become more specific and complex. What would you eat? What 
sleep mean? Whom and what would you fear? What would the rain d 
you? What would happen if you broke a finger or leg? How long wi 
you live and what would death mean? The metaphor of a wooden pe 
can be varied and extended, as Rodari suggests, to a person made of mal 
straw, chocolate, plastic, smoke, or marzipan. 


be like co be made of quanta or waves, to be composed solely 
or light. This is not so far-fetched. Einstein said thar one of 
iments he conducted during the time he was developing 
relativity was to imagine himself traveling along with a light 
other scientists and mathematicians enter the imaginative 
objects they think about. Imaginative play of the sort Rodari 
describes in this book is part of creative activity at every 
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Translator’s Note and Acknowledgments odari, Devil’s Advocate 


The present translation is based on Grammatica della fantasia: Intro Saint of Children 
alliarte di inventare storie (Turin: Einaudi, 1973). | omitted wo cha 
from this text—"Ucilita di Giosut Carducci" and “II falso indovinellg 
because they are of interest only to Italian readers. Otherwise, I have} 
to render a faithful translation of Rodari’s text in his spirit, which m 
that | have at times adapted and played with his notions so that they cg 
more readily grasped and appreciated by an English-speaking au 
Duc to the fact that Rodari sought to intervene in the pedagogical deb 
in Italy during the 1960s and 1970s, some of his remarks are closely ¢j 
the debates about reform education in Italy. Nevertheless, his overal 
and method, influenced by American and European thinkers, 
highly relevant and applicable to present-day debates about edu 
English-speaking countries. Therefore, wherever possible, | have sous 
provide clear links between his provocative interventions in the Italy 
time and the need to develop a stimulating grammar of the imagin 
English-speaking countries in our own time. 

Special thanks to my wife Carol Dines, who helped me im 
with the translation and who shares my great admiration for Rodari’s 
I also want to express my gratitude to Trinita Buldrini and 
Margheri, who have helped me grasp some subtleties of the Italian 
guage and Rodari’s remarkable use of this language. | am also gratel 
Herb Kohl for steering me toward Teachers & Writers Collaborative. L 
bur not least, | am very appreciative of the editorial work of Chris 
Paola Mignone, Ron Padgett, Wayne Padgett, and Jessica Sager, who hi 
also added a great dose of enthusiasm to this project. 


Gianni Rodari would need no introduction. A household name 
y educators and parents, not to mention children, he is already con- 
by many literary historians co be Italy's most important writer of 
en's literature in the cwentieth century. 

itduring the 1950s, when Rodari began writing poems, stories, and 
for children, the Catholic Church regarded him as the devil's 
and sought to have his works banned. In fact, his hooks were 
by most schools up until the 1960s, and they were given scant 
by the press. Nevertheless, Rodari was not dismayed by this ne- 
attempts to dismiss his innovations and experiments in children's 
‘ ire. Gradually, his imaginative work led to national and international 
and acclaim. To a certain extent, there is a fairy tale element in 
about his rise from devil's advocate to saint, and itis a tale worth 
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iwas born on October 23, 1920, in the town of Omegna on Lake 
in northern Italy. His father Guiseppe was a baker, and his mother 
who had worked in France at different jobs for some time, 
ed him in the shop. Since both Parents were consumed by the de- 
chores of running a bakery, Rodari was brought up by a wee- 
the nearby cown of Pettenasco, as was his brother Cesare, born a 


When Rodari began school in Omegna, he tended to be shy and studi- 
"ith a penchant for solitude. In 1929, he was shaken by the death of 
her. Rodari had greatly admired him, a warm and humane person, 
relationship to his mother, strict, religious, and rigid, remained 
matical throughout his life. Nevertheless, he always knew thar she 
reat effort to provide him with a solid education and the means 
etter life than she had led. 
Was in 1929, the same year his father died, that the world depression 
a lari’s mother sold the bakery shop and moved to Gavirate, a 
Rear Milan. She received a small pension, barely enough to support 
nily. In the meantime, Rodari continued co do well at school and 
great interest in music. He sang in the church choir and learned 
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The Grammar of Fantasy anietacinn 
how to play the piano and other instruments. He had also started 
poetry. From 1931 to 1934 he attended the seminary of San Pietro May 
di Seveso near Milan, but he hated the militaristic atmosphere of the se 
and stayed there only to please his mother, In 1934 he transferred 10 
Isticuro Magistrale Manzoni in Varese, and due to his good marks, h 
ceived a scholarship. While there he took violin lessons and though 
becoming a professional musician. Ar this time, however, the dep 
was still in full force, and Rodari had to think of a more practical 
earning a living. Moreover, Italy was fully under the control of the fase} 
Since he despised authoritarianism, Rodari tried to make political se 
out of the distressing developments in Europe and to develop his own 
sonal philosophy of life. Though still in high school, he had begun reat 
Schopenhauer, Stimer, and Niewsche, as well as Marx's Communist 
festo, “The Kighteenth Brumaire," and The Poverty of Philosophy. Thism 
ture of thinkers typifies Rodari’s method of work: he was always draws 
innovative thinkers, no matter what their political persuasion was, a 
grounded his own original thinking in European romantic and di 
thought. This tendency is apparent in The Grammar of Fantasy, in wh 
he refers to experimental writers like Novalis and André Breton, but 
pragmatic thinkers like John Dewey and Bertrand Russell. The bo: 
linked all these intellectuals who influenced him was their radicalism, t 
is, their desire co get at the root of things and push truth to its Limi 
important for Rodari was their reliance on autonomous and imaginal 
thinking. 

Bur, at seventeen, Rodari himself had not yet formulated his o 
litical philosophy, He received his diploma maestro in 1937, which 
he could teach in elementary schools. In 1938 he tutored the childrea 
German-Jewish refugee family for six months while learning German, 
in the year, he formed a group called Young Communists with 
friends, but this tiny sect did not stay together very long. Rodari 
searching for a professional commitment and a way to bring toge 
interests in philosophy, teaching, and politics, 


arted teaching in the town of Uboldo, Unfortunately, unemploy- 
jn Italy and the financial predicament of his family forced Rodari to 

fascist party, a necessity if one wanted to be employed as a teacher 
time. Given such conditions, he was very pessimistic about the situ- 
in Europe and his own future. In addition, two of his best friends 
early in the war, and his brother was interned in a concentration camp 
many in 1943. After the fall of the Italian fascist government in July 
Rodari saw more clearly that he had to take more of a political stand 
anti-fascist beliefs, and he helped form a communist cell group in 
¢, In December he began working in a hospital in Milan, and the 
ig year he joined the Resistance and became a member of the Com- 

















Party. 
Ar the close of World War II, Rodari, still only cwenty-five, made up 
d to give up teaching and devote himself fully to the political pro- 
ms of the Communist Party. To a certain extent, he never really aban- 
teaching, for his writing always contained a strong didactic element, 
ntually he re-entered schools through the back door during the 
But at the end of the war, Rodari was totally committed to Marxist 
hy, especially to its utopian aspects, and he was intent on chang- 
world that had brought about so much oppression and injustice. 
again did he want to experience war or fascism. 
1945 he went to the city of Varese to stare a journal called Liordine 
for the Communist Party, and it was there that he discovered his 
as a journalist, his career for life. By 1947 he was transferred co 
to write for the communist newspaper L’Unita, and at one point 
asked to compose some poems and stories for children. That is, it 
chance, as Rodari always liked to put it, that he began a “second” 
as a writer for children, Eventually, it would eclipse his journal- 
d enable him to express his social and political concerns in ways 
had never imagined. 
He was due to his children’s stories and his background as a teacher 
in 1950, che Communist Party sent Rodari to Rome to co-edit a 
In 1939 he enrolled at the Catholic University of Milan, but after Magazine for children called // pioniere. In the early 1950s, the 
ing a few courses and passing examinations required for teachers, he hunist Party was che largest in Italy, and its youth organization, the 
doned his studies because the university was stifling his creativity. Dut i on of Pioneers in Italy, had berween 170,000 and 180,000 mem- 
the next wo years he taught at schools in small cities of northern Tt Thus Rodari had a large audience—albeit mostly people with so- 
When Italy entered World War II in 1940, Rodari was fortunate not (© t inclinations and children from the working classes—but it was 
drafted, because of bad health. The following year he received an advane the audience that he desired, for he was committed to improving 
teaching degree by passing a state examination, the concorso da mats ion of the young in a country that had been devastated by the 
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war. After all, he was a baker's son who had risen from modest cj 
stances, and he felt in touch with the immense problems of Italian 
dren. In curn, when children and educators read his work, they te; 
that Rodari was extraordinary, that his fantastical writing struck a 
of truth that had great meaning for their lives. 
During the 1950s Rodari wrote hundreds of poems, stories, and 

for children that he published in different newspapers and magazing 
first ewo books, // libro delle filastrocche ( The Book of Rhymes, 1950) 
treno delle filastrocche (The Train of Rhymes, 1952), were highly u 
anthologies of short poems that depicted the everyday life and experi 
of the masses and the working world for children, while pointing | 
hypocrisy of Italian politics and politicians. Though the poems 
lar to the limericks of Edward Lear and the nonsense verse of Lewis Ca 
they depicted the problems facing the poor in post-war Italy: uneny 
ment, corruption, and authoritarian bureaucracy thar still bore th 
of fascism. In addition co this poetry, he published owo longer narr 
that had a minimal success at that time, // romanzo di Cipollino (Th 
mance of Cipollino, 1951), a fantastical novel that ridiculed the 
behavior of a prince named Limone, and Piccoli vagabondi (Si 
bonds, 1952), a realistic novel about two impoverished brothers, 
nine years old, who are forced to wander about Italy after World W, 
secking work and refuge. 
Rodari himself became more settled in Rome in the early 1950s, 

in 1952 he invited his mother to come live with him. The following 
he married Maria Teresa Ferretti, whom he had first mec in 19 
Modena, where she had been working as a secretary. In 1957, she 
birth to a daughter, Paola. It was in 1957 as well that Rodari was ab 
rent a larger apartment at the Villa Pamphili, where he lived uncil his 
During the 1950s Rodari’s financial situation was always precariow 

cause his books for children did not sell well, nor was his salary as 
nalist very high. In fact, after // pioniere ceased publication in 1953 
worked for several magazines and newspapers that did not fare well: 
instance, he directed Avanguardia, the new weekly of the Cor 

Youth Federation, from 1953 to 1956. But his interest in political 

ism was waning, especially with the revelations about Stalinism in] 

From 1956 to 1958 he worked briefly for L’'Unita once more, and th 

1958 he joined Paese sera, an independent newspaper on the left 

aligned with any party. At the same time, he continued publishing h 

unusual books for children, such as La gondola fantasma (The Pha 

Gondola, 1955) and Gelsomino nel pacse dei bugiardi (Gebomina # 


of Liars, 1958). Yet, since most of his works were distributed by 
lishing houses affiliated with the Communist Party or other so- 
izations, Rodari was not well known outside of leftist circles, 
ore, the Church continually tried to brand him as a writer whose 
would corrupt the minds of children. 
1960, ewo events enabled Rodari to reach a wider audience in Italy 
work more closely with children from all social classes. First, 
, a major publisher, issued his Filastrocche in cielo e in terra (Non- 
in the Sky and on Earth). Vhis was the first time that a pub- 
associated with the Communist Party or other left-wing groups 
oted his work. The second event was more ironic, Due to various 
ns of Rodari’s works in the Soviet Union, especially Cipollino, he 
me somewhat famous there, and when this fame was reported by 
newspapers in 1960, it stimulated interest in his works. Once 
di became Rodari’s primary publisher and he gained the respect and 
on of the media, Rodari, the “devil's advocate,” became mote “ap- 
e” as a wriccr for children in the eyes of the general public and was 
into schools where he could test his stories with children and col- 
arate with teachers. Throughout the 1960s he worked with the Educa- 
Cooperation Movement, and his experience in schools undoubtedly 
led him to experiment with his unique creative methods for stimulat- 
dren's imaginations. As a result of the stimulus he received from the 
ge with children and educators, several of his most significant 
ed during the 1960s: Favole al telefono ( Telephone Tales, 1962); 
ta degli alberi di Natale (The Planet of Christmas Trees, 1962); 
ta, una fanciulla nella Grecia degli eroi ¢ degli dei (Atalanta, A Young 
of Ancient Greece, 1963); Il libro degli errori( The Book of Errars, 1964); 
torta in cielo (The Pie in the Sky, 1966). 
ly influenced by the avant-garde movements of the 1920s such 
and futurism, Rodari was sort of a forerunner of magic real- 
it one with a political commitment. All of his stories in Favole al 
and // libra degli errori are grounded in some kind of real inci- 
is quickly turned into an absurd if not nonsensical situation. 
itis through the most imaginative turn of events possible, 
Hi suggests, thar children can learn the truth about reality. The frame- 
or the stories in Favole af telefono, for instance, is indicative of his 
u A traveling salesman misses his children so much that he calls 
night to tell them a story. The stories must be short, other- 
2 telephone bills would be exorbitant. Thus, cach tale is about 
in length and concerns imaginary characters whom the father 


avi xed 


The Grammar of Fantasy Introduction 

















jon, which had lasted seven hours due to complications. Bur 
i ddenly died of a heart attack. 

; I cpeaed each was a great shock co his friends and to the 
ic. Though he had been suffering a great deal and had become 
“he was still conceiving plans for the future that he hoped would 
ighten and entertain children at the same time, This hope was 
by his death, for hundreds if not thousands of writers and 
s have continued his work in Italy, while Einaudi and Editori 
Rodari’s ewo major publishers, have produced numerous impor- 
mous works and have made available all his key works written 
1950 and 1980. 

js difficult to say which is more important, Rodari's literary or peda- 
work. The fact is, it is impossible co separate one from the other, 
is to divide Rodari into separate categories. Rodari was a teacher, 
jst, journalist, poct, musician, theoretician, and writer for chil- 
in one. Perhaps no work of his makes his multi-faceted life more 
The Grammar of Fantasy, but this work is not only significant for 
reveals about Rodari’s thinking and talents. This book is a classic 
for educators interested in stimulating children to develop their 
g and reading skills in a manner that will enable children to gain 
autonomy. It is a classic chat will never age, because Rodari grasped 
fren’s need to play with life's rules by using the grammar of their own 
ns. Moreover, he understood that children need the guidance of 
ate adults co help them decipher the contradictions in their 
fact, if there is one phrase that might best describe Rodari's project 
he Grammar of Fantasy, it is compassion for children, combined with 
for educators and their ideas and experiments. 

i begins with the premise that children’s lives are highly pro- 
ed and that, if they are co learn to act and think for themselves, they 
ire playful methods and techniques that will enable them to 
what the words, expressions, forms, and shapes of their culture 
They must be encouraged to question, challenge, destroy, mock, 
Mate, generate, and reproduce their own language and meanings 
Stories that will enable them to narrate their own lives. In the 
ari reflects upon how children learn and demonstrates that the 
n has rules of its own that must be respected if children are to 
and seck more knowledge about language and the imagination. In 
ect, he anticipated the contemporary provocative linguistic studies 
Osit language as innate, that children instinctively know the struc- 


Sof language long before they are taught them. 


supposedly encounters during his trips. So unusual are the sto 
the telephone operators and others (thanks to a vast party line) 
listening in on the cales that often deal with the strange cus; 
events in other lands. The effect is to encourage children to ref 
their own customs. 

From 1966 co 1969, Rodari was active in the reform moyem 
schools and gave numerous talks. He was particularly disturbed 
massive changes that were occurring in Italy. This was the period of 
political unrest and modernization, and Rodari, who always paid cle 
tention to the protests and the needs of the young, sought to recoy 
pulse of his times, both in his fiction and in his pedagogical work, | 
again, Rodari, still ing, for various newspapers, entered a hi 
ductive phase. After the publication of three collections of rem: 
Venti storie pitt una (Twenty Stories Plus One, 1969), Tante storie par 
(Many Stories for Play, 1971), and Novelle fatte a macchina (Stories W 
by a Machine), Rodari brought out his significant study, Grammatiea 
fantasia, in. 1973. Not only did the ideas and methods in this book be; 
fruit of approximately fifteen years of writing for children and i 
schools, but they also emanated from stimulating exchanges that 
with reachers during a series of meetings held in the city of Reggi 
in March, 1972. Little did he know at that time that this small book’ 
have an enormous impact on future generations of teachers and W 
serve, along with his fiction, as the basis for numerous projects in sel 
throughout Italy. 

After the publication of Grammatica della fantasia, Rodari conti 
publishing such important works as Marionette in liberta (Marit 
Liberty, 1974), Cera due volte il barone Lamberto ( Tivice Upon a Tit 
Was Baron Lamberto, 1978), La gondola fantasma (The Phantom 
1978), and Ml gioco dei quattro cantoni ( The Game of Four Corners, 
Ac the same time, he wrote for newspapers, made trips co Eastern 
and the Soviet Union, and worked in schools. 

By 1977, Rodari had become exhausted. He was no longer interest 
writing for Paese sera or other newspapers. A physical checkup reveales 
he had a blood clot in his leg thar could prove fatal, and he took a leave fi 
his newspaper. Unable to work, Rodari became depressed. Though hed 
oped many projects and wrote about his visits and work with educatol 
the Soviet Union, he was not able to accomplish anything new. His ht 
deteriorated, and eventually he was compelled to undergo an ope! 
improve his circulation, On April 11, 1980, he seemed to be recovel 
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The Grammar of Fantasy Prefsce 
telling. Rather, | took notes about the manner in which th 
nated, the tricks that I had discovered, or believed that I had dig 
order co set words and images in motion, i 
For along time I had forgotten and buried all of this ungj 
happened to start writing for children, almost by chance. No 
tic” came back to me, and I developed it further, using it in m 
unexpected profession. Only my laziness and a certain relucts 
ing systems as well as a lack of time prevented me from tall 
in public uncil 1962, when I published “Guidelines for In 
in ewo parts for the Roman daily, Paese sera, on February 9th 
In these articles | kept a respectful distance from the 
pretending to have received it from a young Japanese scholar wi 
had become acquainted during the Olympics. He suppose: 
manuscript containing the English translation of a little wa 
been published in Seuttgart during 1912 by the Novalis Ve 
certain Otto Schlegel-Kamnitzer had allegedly written under 
Fundamentals of the Fantastic: The Art of Writing Fairy Tales. 
frame of this fictitious work, which was not very original, I lai 
simple cechniques of invention, partly serious, partly in fun. 
same that I was to use and impart for years in all che schools inw 
stories and responded to the children’s questions. There is alway, 
who will ask a question, and it will be exactly like this: “What 
to do to invent a story?” This question deserves an honest 
I recurned co this subject later in the Giornale dei genitori 
Newspaper) by offering suggestions to readers about how 
could tell “Good-Night Stories.” (“What Happens when Grand 
comes a Cat?” December, 1969; “A Plate Full of Stories,” Janud 
ary, 1971; “Stories for Laughing,” April, 1971). 
It scems horrible ro write these dates in a chronological 
could really be interested in them? Nevertheless, | like writing th 
one after the other, as if they were important. The reader mi 
mind that I am playing the game that transactional psychology & 
Mom! No hands!” It is always wonderful co be able to boast ab 
thing. .. - 


, make me remember this week as onc of the most 
life. The first was the poster the municipal council had 
announcing the conference with the words “Meet- 
tic.” Consequently, I could read on scattered walls of 
4 thar had accompanied me for thirty-four years The sec- 
‘on the poster that the “registration” was limited co “fifty 
number would have evidently transformed the meer- 
that would not have been useful for anyone. Bur the 
express the fear that, as a result of the call of the “fantas- 
crowds of people might storm the meeting hall, a 
hall for firefighters, with iron pillars painted violet. It was 
sat they expected such a storm of people. The third and most 
for my happiness was duc to the fact that | was being 
nity to have long and derailed discussions about the func- 
jon and about techniques to stimulate it. There would 
ions, demonstrations of my work, and conversations with 
In addition, | could discuss how the techniques might be 
that everyone could use them, for example, as instruments 
stic education of children, but not just for this purpose alone. 
of this “brief course” | was able to obtain the texts of five 
«sto tape recordings and the patience of a stenographer. 
book is a revision of the discussions that I had in Reggio 
id | want to make this clear here—an attempt to estab- 
with rules ready to be taught and studied in schools like 
it a complete theory of the imagination and invention, 
Oe muscle power and someone less ignorant than me would 
reover, this book is not even an “essay.” In fact, I really do 
It talks about some ways of inventing stories for chil- 
children to invent their own stories. Butwho knows how 
Ways could be found and described? Here | deal only with 
twords and try ro suggest, without going too deeply into the 
he techniques can easily be transformed into other modes of 
be used when a story is told by a single teller or by a group. 
€an serve as the basis of theater or the script for a puppet 
ibe developed to produce comics and films or cassettes taped 
In fact, these techniques can be incorporated into all 
games, bur | do not say much about this point. 
this small book can be useful for all those people who 
for the imagination to have a place in education; for 
fustin the creativity of children; and for all hose who know 


g 


In 1972, I was invited by the city administration of Reggio En 
duct a series of meetings with approximately fifty teachers levels 
March 6-10. On this occasion I presented and summarized all 8 
sional techniques, so to speak, in an official and definitive man 
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For Rodari, imagination is a force that enables children to 
guage into effect on their behalf, and, as such, the imagination h 
“grammar” that can be cultivated for either beneficial or detrimer 
According to Rodari, seeing language and story as set and fixed b 
tules is detrimental co the intellectual growth of children. 
children most, he believed, is empowerment in a communal 
the individualism that is so common in the United States. In 
gogical and literary projects Rodari emphasized the social contey 
ing to share and be considerate of others. Just as he believed that ry 
unlikely words could always be linked and become fruitful, 
different types of children could come together and use thei 
together to grasp and solve their personal and social probl 
dialectical process of composition-decomposition-recomposition ¢ 
Rodari demonstrated that children can confront essential p 
political problems in their everyday lives. For Rodari, the skills 
dren uncover in this process will enable them to invent stories 
life much more than a question of survival, Indeed, life can b 
deep pleasure and political significance. 

Rodari did not preach. Nor did he talk down to children 
educators. As a teacher he was always a learner at the same time 
Grammar of Fantasy, one can almost hear Rodari testing each 0 
words, waiting for a response, and trying to incorporate that 
his next provocative suggestion. He was, of course, a provocat 
gentle one with a great ironic wit. The child spoke through himy) 
ful child who could not contain his curiosity and who rejected 
rules—including the arbiceary aspects of grammar, schools, govel 
and institutions. This is why Rodari was so concerned with 
children and developing rules of respect and cooperation. He ni 
thinking of children. He never stopped inventing stories. He ni 
questioning the status quo. His Grammar of Fantasy reveals 
portant practical methods for guiding the imagination of chil 
also the amazing spirit of a man who refused co let his dreams 
world die, and who has passed them on to us. 


eR of 1937-38, | was recommended by a teacher, the wife of 
to tutor the children of German Jews, who thought that they 
sige in Italy from the racist persecutions in their homeland. 
sueht this only for a few months. I lived with them in a 
hills near Lake Maggiore, and I worked with the children 
ten in the morning. The rest of the day | spent walking in 
reading Dostoevsky. It was a wonderful time as long as it 
‘alittle German, and I threw myself into reading books 
nan, with the passion, fury, and desire that are a hundred 
for young people than a hundred years of school. 
y, as | was reading the Fragments of Novalis (1772-1801), I 
> ing phrase: “If there were a theory of the fantastic like 
case of logic, then we would be able to discover the art of 
was wonderful. Almost all of Novalis’ aphoristic “fragments” 
Almost all contain extraordinary revelations. 
aths later, after | had become acquainted with the work of 
realists, | thought I had found in their method of working 
ory of the fantastic that Novalis had sought. ‘To be sure, 
mn, the father and prophet of surrealism, had written in the 
of the movement: “The future surrealist techniques do 
it me.” But his friends among the writers and painters were 
8s who had invented all kinds of methods that were to be 
the future. At that time | was teaching in elementary schools 
lewish family had left Italy in search of another homeland. | 
a bad teacher, poorly prepared for my work. My head 
d with everything possible, from Indo-European linguistics to 
{Even though Signor Romussi, a gentleman and director of 
E library in Varese, had a picture of Mussolini in plain sight 
«he handed me every book tha I requested, never blinking 
y head was stuffed with everything except those things 
d directly co school. Perhaps it was because of this that I 
B teacher. I told the children stories, partly out of sympa- 
Partly out of a desire to play, stories without the least ref- 
ity or to good common sense. And most of these stories 
tT invented by making use of the “techniques” that Breton 
and at the same time deprecated. 
sy. sting this time that I ceremoniously gave a notebook the title 
fastic. | did not actually record the stories that | had been 


ae 


The Grammar of Fantasy 


the liberating value of the word. “Every possible use of words, 
made available to every single person”"—this seems to me to b 
motto with a democratic sound. Not because everyone should by 


but because no one should be a slave. 
















ne in the Pond 


4ROWN into a pond sets in motion concentric waves that 
surface of the water, and their reverberation has an effect 
and reeds, the paper boat and the buoys of the fishermen 
es. All these objects are just there for themselves, enjoying 
when they are wakened to life, as it were, and are com- 
“t and to enter into contact with one another. Other invisible 
read into the depths, in all directions, as the stone falls and 
























it chen touches the bottom, it stirs up the mud and 
gs that have rested there forgotten, some of which are dis- 
ts buried once again in the sand. In a short time countless 
ents occur one after another. Even if a person had the 
e, | doubt whether all of this could be registered without 
aspect of change. 
emuch different with a word, thrown by chance into the mind, 
es on the surface and in the depths. It provokes an infinite 
n reactions and, as it falls, it evokes sounds and images, ana- 
tions, meanings and dreams, in a movement that touches 
d memory, the imagination and the unconscious, and is com- 
he fact that the mind itself does not react passively, but inter- 
ly to accept and reject these representations, to connect 
n, construct and destroy them. 

Word stone as an example. When it falls into the mind, ic 
Us after it, bumps into words, or avoids them. In short, it comes 
ith them in different ways: 
the words that begin with s but do not continue with 4, like 
lence,” “system” 
the words that begin with st, like “stamp,” “stem,” “start,” 
“stink” 
the words that thyme with it, like “bone,” “tone,” “phone,” 


the words that come close in meaning according to the dic- 
»” “pebble,” “marble,” “brick,” “granite” 


€ the easiest associations. A word collides with another one 
i This is hardly sufficient to ignite sparks (but one can never 
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Meanwhile the word falls in other directions, sinks into a past 
and lets sunken existences emerge. At first contact, stone is for me 
Caterina del Sasso, a sanctuary situated on a stcep rocky cliff 
Maggiore. I rode there on my bike, and I also went there with ny 
Amedeo. We would sit down beneath a cool portico to drink white 
and to talk about Kant. Because we commuted to school together, 
met each other on the train. Amedeo wore a long blue coat. On 
one could detect the outlines of his violin case beneath it. Since 
of my case was broken, | had to carry it under my arm. Amedeo 
mountain troops during the war and was killed in Russia. 

Another time Amedeo's figure returned to me as | was “digit 
the word brick, which reminded me of certain low baking o 
countryside of Lombardy, of long walks in the fog or in the woods. Al 
and I frequently spent entire afternoons in the woods talking abo 
and Dostoevsky and the poets Eugenio Monrale and Alfonso Gatt 
friendships at sixteen are those that leave the most profound marks 
lives. Bur that is not what concerns me here. | am concerned with p 
ing how any word chosen by chance can function as a magical 
exhume fields of memory that have rested under the dust of time, 

The taste of the madeleine had the same effect in Proust's n 
And after him all the “writers of times past” have learned, even too 
to listen co the buried echoes of words, their smells, and their soun 
we want co invent storics for children, not write tales to recu 
preserve our “things past.” From time to time it is entertaining 
to play the memory game, even with children. Any word can h 
remember “that time when . .. ,” to discover themselves in the ti 
passing, co measure the distance between today and yesterday, 
“yesterdays” are fortunately still small in number and not so ps 
events. 

The theme of the fantastic stems from this kind of search that 
from one single word. Whenever unusual unions are created, 
there are complex movements of images and capricious overlappl 
unpredictable affinity is illuminated between words char belong 
ent chains, Brick brings with it: sick, tick, lick, stick, click, nick, 

Brick and stick scem to me to be an interesting pair, even # 
“beautiful as the chance encounter of an umbrella and a sewing © 
on an operating table” (Lautréamont, Les chants de Maldoror). Int 
fusing play of words that have been evoked, brick coincides with # 


bone. Amedeo's violin probably introduces an emotional ele- 
influences the emergence of a musical image: 






have the house full of music. It is made out of musical bricks, musi- 
_ Jes walls, due to the percussion of small hammers, produce all pos- 
es, [know that there is a C sharp over the couch. The clearest F sharp 
see the window. The floor is entirely in B flat major, an exciting tone. 
js an amazing atonal, serial electronic door, It is enough just to couch 
th one’s finger to produce an entire piece in the manner of Nono- 
derna. Stockhausen would become delirious about this. (He fits per- 
to this picture more than any other musician, since the word “Haus,” 
is incorporated in his name.) But I am not solely concerned with a 
= There is an entire musical country with a piano house, a bell house, a 
house. It is an orchestra village. In the evening the inhabitants orga- 
+ a beautiful concert from their houses before they go to bed. .. . At night, 
they are all asleep, 2 prisoner plays on the bars of his cell. 
‘the story has begun. 









































thar the prisoner entered the story because of the thyme bell 
1. I was not consciously aware of the rhyme, but apparently it was 
in the background. One could say that the prison bars simply mani- 
elves. But I don’t believe it. Rather my memory must have 
wight it to the surface and suggested it to me from the title of an 
\: Prison without Bars. 

ac imagination can now follow another path: 


bars of all the prisons in the world are taken down. Everyone will 
free. Even the thieves? Yes, even the thieves, It is prison that produces 
Put an end to the prisons, put an end to thieves. . . . 


point I can note how my ideology makes its mark in an osten- 
ical process, like the block of a stamp, but it also modifies the 
Thear the echo of past and recent readings. The world of the 
d asks arrogantly to be named: orphanages, reform schools, homes 
insane asylums, schoolrooms. Reality erupts into the surreal- 
- In the end, if the musical country becomes a story, it will not 
in an evasive fantastical manner, but in a way that will rediscover 
f reality in new forms. 

exploration of the word stone is not finished. | must negate it 
ism that has a certain meaning and a certain sound and break it 
its letters disclosing words that I set down one after another co 
S Pronunciation. 








the Word "Hi" 
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ite astory entitled “A World in an Egg” that was a combination of non- 
e and science fiction. 
we can let the word stone find its destiny. But we should not 


[ write the letters beneath cach other: 


S- 


9 o 
i ourselves and think that we have exhausted its possibiliti 

es an k lities, 
N : once said, “There is not a single word that ake sa fe 
us we get to the botrom of it.” And Wittgenstein stated: “Words are like 


Now I can write next to each letter the first word that comes to surface over deep water.” This is why stories are found when we dive 
mind, and in this way | obtain a new series. (For example: sand-top-o oo ti sth ch P. 
news-earthquake.) Or I can—this is more entertaining —write five we ee me ee E e word brick, | recall an American creativity tese 
next to each letter that produce a logical sentence. For example: sa reporaetetai her book Creativita ed educazione ( Creativ- 

Education). T he children who took this test were asked ro count all 
ssible uses of bricks that they knew or could imagine. Perhaps this is 


§ - Seven 

T - tigers pthe word brick imposed itself on me with such insistence, for | had 

. oppose tecently come upon this cest in Farcori’s book. Unfortunately, tests of 

N nay kind are not intended to stimulate the creativity of children. Rather, 
y are mainly used to measure and select the “most imaginative” chil 


n, like other tests that select the “smartest i 

h E in math.” Of course, th 
have their use. Bi vel 
AN Sah in essence they follow goals that are well above the 
¢ is other hand, the game of “the stone in the pond,” which I have 
fly illustrated here, moves in the opposite direction: it tends to be use- 
children rather than co use them. 


to make a nonsense rhyme out of them: 


Seven tigers snub their nose 

Even when they smell a rose . . . et cetera, 

But one should not expect a significant result on first ery. Vila 
other series with the same system: 


The Word Hi 


S - Seventeen, 
T - tyrants 
: : ore 1 an co pe ea per Game was developed in the elementary 
.: ¢ city of Reggio Emilia. The children cli 
: . i climbed onto 
sn as though it were a stage, and took turns telling their Suasioate: oi 


d on the floor, stories that they i 
io cy invented by themselves, The teach 
we, and all the children paid close attention to sedis 
ae not forget or change anything. Then the children would 
sa — ~ i drawings. | shall analyze one of these spon- 
‘er in this chapter, but righ ‘The S 
ee rice a right now | want co use The Story- 
spoken about the way 


Seventeen is an automatic extension of the previous sever. The 
are evidently an intensification of the powerful tigers. Instead of opp 
enemies, these tyrants exploit noble elephants, and we are left with 
matic image. 

1 myself have invented many stories simply by choosing 2 
chance, One time, for example, | took off from the word omnibi 
made the following playful association: omnibus-Columbus. (Pl 
cuse this arbitrary use of a famous name, which is not entirely arb! 
and for introducing it into an area that also touches on fairy 
omnibus of Columbus—only a bus—the wheels of a bus—the rouk 
round earth—round egg—oval—orbit. All these associations led 





; poke ; stories can be invented by buildi 

er. Giulia Notari, a teacher at Diana primary webodl in Regie 
alae whether any of them felt like inventing a story 
and suggested the word Ai. Then a boy of five told the 
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y the search for related and similar words did not predominate in his 
rion—although this did occur at another point in time—nor did 
for situations in which the word is used in this or that way. Even 
simple use as greeting seems essentially to have been rejected lie 
expression * the word 4i” gave rise directly on its “axis of echece 
0 se snd ale of = categories of words: the “good words” and 
vad is” and ultimately, through the . 
es “long. oo gestures, to two other catego- 
boy's gesture was not improvised bur rather appropriated. He had 
seen the popular Italian TV commercial for a certain kind of 
which two hands clap, and at the end, the name of the candy is 
between the ewo hands. The boy had fished up this gesture Ziom 
and made use of it in an original and personal way. He had 
the message of the commercial and had picked up its implicit and 
led and non-programmed message—the gesture that measures 
aca One can never be certain what a child learns while 
. And one should never underestimate his or her capacity to 


A boy had lostall the good words, and only the bad ones remained: shit 
shithead, et cetera. 

So his mother takes him to a doce 
“Open your mouth, stick your tongue out, look up, 


breath, and blow.” 
Then the doctor tells him to go and look around for a good 


first word he finds is like this [he demonstrates with his fingers a tin 
about an inch in length}, and it is a bad word—damn. Then he finds, 
word like this (he demonstrates another word about three inches in 
and it is shitty, a bad word. “Then he finds a little pink word which i 
puts it in his pocket, takes it home, and learns to speak the word in 
and becomes good. 


While the boy told the story, the other children intervened two 
to pick up key words and develop them in the story. The first tim 
gleefully improvised “bad” words with a litany of bad language, and 
added all the bad words that they knew and made up new ones 
the firse “term” they heard in the story. They did it openly and p 
tively in a liberating game of excremental comedy that is familiar 
one who has had something to do with children, From a te¢ 
viewpoint, the game of associations developed from what linguists! 
“axis of selection” (Roman Jakobson), like a search for related wo 
a chain of meanings. However, these words did not represent a 
an abandonment of the theme of the story. On the contrary, they 
and helped determine the plot. In the work of a poet, Jakobson 
“axis of selection” projects itself onto the “axis of combination.” A 
rhyme) can evoke a meaning; 2 verbal analogy can produce a 
When a child invents a story, the same thing occurs. We are di 
with a creative process that also has an aesthetic aspect, but whatin 
us here is its relationship to creativity, not Co art. 

‘The second time that the listeners interrupted the storyt 
develop the “doctor game” and to find variations for the custo 
out your tongue,” Here the amusement had a second meaning, 
logical one—it served to defuse the dramatic appearance of the do 
ure, who is always somewhat feared, by making fun of him, In 
there was the contest about who could find the most surprising 
original variations (“look up, look down”). A game of this genre 

and it is the most basic step in dramatization. 

But let us turn to the structure of the story. In reality itis 
exclusively on the word Ai, that is, on its meaning and its sound 
who began the story took the entire expression “the word Ai’ as 


‘or with a long moustache, and h 


look down, take 







































story, the censorship exercised by the cultural stan i 

at the right moment. The boy defines those words ars 
han to consider inappropriate. But the boy is in an educa- 
fonment that can overcome certain conditioning. Diana is a 
tea in which the children are not reprimanded or scolded 
ano, ‘etre this perspective, the most extraordinary 
) sists in the ultimate abandonment of those classes of 

Were introduced at the beginning. ro 
words thar the boy encounters in his search—damn, shitty— 
a “ge to the standard of repression. Rather, they are 
- ep le << that offend others, that do not enable one to 
ir . and play together. They are not the opposite 
Ee “Mie — the opposite of the “right and friendly” 
ah wari words is born, showing new values that the 
Reine ner he child's mind arrived at this result by react- 
pian ate ging them and governing their associations with 
ne ac small personality in action, And it is clear 
Reis. ze pial word. Pink is a friendly, delicate, and non- 
As lor is an indication of value. Nevertheless, it is a 

Fe the set asked: “Why pink?” His answer would have 
e did not know and is now extremely difficult to 
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d, triggered to contribute to a surprise, to insert itself into an 
le event. This dog was not just any kind of a four-legged ani- 
already an adventurous, disposable, and fantastic character. 
he blackboard was turned around, one could read, let us say, the 
Ir was greeted by a burst of laughter. The word platypus or 
would not have had a greater success. Now, a closet by itself 
ormally not cause anyone to laugh or cry. It is an inert object, a 
ry. Bur this closet, coupled with a dog, was something completely 
Ic was a discovery, an invention, an exciting stimulus. 
; later I read what Max Ernst had written to explain his 
‘of the “systematic shift of space.” He really made use of the image 
ico had portrayed in a classical landscape between 
and Greek temples. By “shifting the space” this way, thrown into 
context, the closet became a mysterious object. Perhaps it was 
, perhaps not. Bur it was certainly full of fascination. 
Shklovsky describes the “estrangement effect" that Tolstoy 
when he talks about a simple couch in words that one would use 
lking to a person who had never seen a couch before and would not 
slightest idea of how a couch could be used. 
“fantastic binominal,” the words are not taken in their daily 
but freed from the verbal chains that hold them together on a 
is. They are “estranged,” “shifted,” thrown against one another in 
has never been seen before. Hence they are in the best possible 
for generating a story. 
point let us take the words dog and closet once more. The most 
od for creating a connection between the two is by coupling 
th prepositions, [n this way we obtain different pictures: 


3 + The Fantastic Binominal 


WE HAVE SEEN the motif of the fantastic—the beginning for ag 
originate from a single word. But we are dealing here with an opy 
sion more than anything else. In reality one electrical pole is not e 
cause a spark; it takes two. The single word “acts” only when it en 
a second that provokes it and compels it to leave the track of habj 
discover new possibilities of meaning. ‘To live means to struggle, 

This is due to the fact that the imagination is not just a faculty 5 
from the mind. Ic is the mind itself in its entirety, which, app! 
activity more than another, always makes use of the same procedut 
the mind is born out of struggle, not out of tranquility. Henri Wallo 
in his book Les Origines de la pensée chez Venfant (The Origins of T, 
in the Child) that thoughe is formed in pairs. The idea of soft ¢ 
formed before or after the idea of hard, but simultaneously in an ene 
that is the offspring: “The fundamental element of thought is th 
structure, not the single elements that compose it. The couple, d 
precedes the isolated element.” 

Hence, in the beginning was this opposition. And Paul Klee 
this opinion when he stated in his Writings about Form and the Th 
ures that “a concept is impossible without its opposite. Concepts do 
alone for themselves; rather they are, as a rule, ‘conceptual binominalsy 

A story can be born only out of a “fantastic binominal.” 

“Horse-dog” is not really a “fantastic binominal.” [t is a simp! 
tion within the same zoological classification. At the evocation @ 
four-legged animals, the imagination remains indifferent. It isa 
chord that does not promise anything exciting. 

Ic is necessary to have a certain distance between the two 
must be sufficiently strange or different from the other, and their 
must be discreetly unusual, because the imagination is compel 
itself in motion to establish a relationship between the ewo ani 
struct a (fantastic) whole in which the two foreign elements can 
gether. Therefore, it is best to choose the fantastic binominal with’ 
of chance. The wo words should be dictated by owo children withol 
other's knowledge, chosen at random, and indicated by blindly po 
two pages of a dictionary that are far apart from one another. 

When | was a teacher, I had one child go co the movable bl: 
write a word on one side, and another child to write a word on 
side. A certain expectation was created through this little preparaton 
Ifa child wrote the word dog in front of everyone, this word was 








dog with the closer 
closet of the dog 
dog in the closer 
dog on the closer 
‘cetera, 


One of these pictures offers us the outline of a fantastic situation: 


dog runs down the street with a closet on his back, \c is his little 
can one do about it? The dog always carries it with him just 
“arties its house. Continue this as you wish. 

closet of the dog seems to me more than anything else to be an 
architects, designers, and interior decorators of luxurious apart- 
= ehe closet is there to hang up the dog's little coat, his different 
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aegere care eres 


muzzles and leashes, his overshoes for chilly days, back warmer w; 
sels, rubber bones, cat traps, a map of the city (in order to know w| 
go to ferch the milk, newspaper, and cigarettes for his master), 
may also contain a story, but | don't have the faintest clue whee 
or doesn't. 

3) The dog in the closet is much more inviting to hear and bel 
tor Polyfemo comes home, opens the closet to take out his ho 
and finds a dog inside, Right away, we are challenged to think up aj 
nation, to explain this apparition. But the explanation can wa 
moment it is more interesting to analyze the situation at hand, 
breed cannot be ascertained. Perhaps it is a dog that sniffs out 
Perhaps it is a dog that sniffs cyclamens or rhododendrons. He is f 
wags his tail, holds up his paw politely, but he refuses co get 
closet, no matter how hard Dr. Polyfemo implores him. So Dr. 
decides to take a shower and finds a second dog, in the bathroom n 
cabinet, There is another one on the kitchen shelves, one in the dis 
another half frozen in the freezer. A poodle is in the pantry ¥ 
brooms, a Pekinese in the drawer of his desk, At this point Dr. Po 
could call the super to help him drive out the invaders, but the 
pens to be a dog lover. So instead he runs to the butcher to b 
pounds of meat for his guests. And he does so for many days. But 
draw attention. The butcher becomes suspicious. People b 
Nasty rumors spread. Disparaging remarks. Is Dr. Polyfemo hidi 
spies in his house? Is he possibly conducting diabolic experimei 
those pieces and slices of meat? The poor doctor loses his cli 
police receive tips. The police chief orders the doctor's house to bes 
And in this way the people discover that Dr. Polyfemo had in 
suffered all this persecution out of love for the dogs. Et cetera. 


beautiful and happiest period of human beings, childhood, is 
in a thousand ways with a thousand anxicties, troubles, and hard- 
of education and instruction to such an extent that the grown adult, 
jin the midst of all unhappiness, would refuse to become a child again if 
eant suffering the same things chat he or she had suffered in childhood. 


ight” and “Shoes” 


OLLOWING STORY was invented by a boy, five and a half years old, 
hi participation of three of his friends, at Diana primary school in 
lia. The fantastic binominal thar generated this story —“light” 
"was suggested by the teacher (the day after we had discussed 
jique in our course). Without further ado, here it is: 


was once a boy who was always putting on his father’s shoes. One 

his father became sick and tired of his son always taking his shoes. So 

him on the lamp, and then at midnight the boy fell down, and so the 

said, “Who's there? A burglar?” 

went to look and found his son on the ground all lit up. So the father 
ist his son’s head, but he did not go out. He tried to pull his car- 


d to press his bellybutton, bur he did not go out, He tried to take off 
and succeeded, The boy was turned off. 


is final idea—which had not been suggested by the principal nar- 
by one of his three friends—pleased the other children so much 
y burst into applause. In fact, this image was the perfect and 
bend to the story and rounded out the narrative. But perhaps it 
more. 
lieve that Doctor Freud himself would have been deeply moved, 
host, ifhe had heard this story that could casily be interpreted in 
the Oedipus Complex. Or even if he had heard just the beginning 
with the boy who puts on his father’s shoes and who wants co 
et, in his father's shoes as head of the family and to take his place 
mother, An unequal struggle strewn with images of death. “To 
ing also means “to attach,” “to hang on.” And the boy was 
ound” or “in the ground”? There should be no doubr about the 
One correctly reads it—“he succeeds in turning him off” (i.e., 
ng him)—which gives the drama a tragic conclusion, “To extin- 
tersi) and “to die” (morire) are synonyms in Italian: “He has 
ished by the kiss of the Lord” is an Italian expression that can 
the obituaries posted on walls. Here the older and stronger 


is 


At this stage the story is only “raw material.” It would be 
writer to work it into a finished product. But the only thing d 
me here is to exemplify the use of the “fantastic binominal.” 
can remain the way it is. What concerns me is a technique ¢ 
know extremely well how to apply with the greatest pleasure, 
have seen in many Italian schools. Of course, the exercise has its 
ing, and I shall talk about this in later chapters. Yet one should f 
look how much joy it brings. In our schools there is too litele Laug) 
may generalize, The idea that the education of a mind must Be 
affair is among the most difficult things to overcome. Giacomo” 
had a great deal co say about this when he wrote in his Zibaldone| 
lancous Notes”) on August 1, 1823; 





” 
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man triumphs. He triumphs at midnight, the witching hour. Ang 
the death there is torture such as the “ewisting of the head,” the “py 
the ears,” the “pushing of the nose.” 

I shall not insist in this exercise on this unauthorized psyct 
interpretation. Let the specialists have their say here: “videane ¢ 
(“Senators, be careful”). 

If the unconscious appropriates the fantastic binominal in 
stage its dramas, it seems to me that the exact point of its inter : 
the immediate echo produced by the word shoe in the experi 
dren. All children play at putting on the shoes of their fathers and 
To be “them.” To be older. But also, more simply, to be “som 
Aside from its symbolical importance, the game of make-believe 
up is always pleasurable because of the grotesque effects that r 
It is theater: to disguise oneself in the clothes of someone else, t 
role, to invent a life, to discover new gestures. It is a shame that, 
children are permitted to disguise themselves only at Halloween @ 
Gras, to put on masks, to wear their fathers’ jackets or their g 
undergarments. There should always be a hamper in the house 
discarded clothes that can be used for make-believe games. At th 
school in Reggio Emilia there is not only a hamper for this purpo 
entire wardrobe. In Rome, all sorts of suits and evening clothes, ne 
in fashion, are sold at the market of Via Sannio, When our dau 
little, we used to go there to fill the hamper that we had at h 
friends liked our house just because of this hamper. 

Why does the boy remain “all lit up”? Perhaps the most p 
son for this can be found in the analogy: “hung” on the lamp, like 
bulb, the boy behaves like a light bulb, This explanation would t 
cient if the boy had turned himself on like a light the moment h 
had “hung” him. But at this precise point in the story there is no! 
of urning him on asa light. We see the boy “lic up” only after heh 
to the ground, | believe that the imagination needs a few mo 
cover this analogy, because the analogy does not reveal itself dire 
“visual"—the narrator “sees” the boy “hung,” he sees him “turn 
bur becomes apparent through the axis of the verbal selection. 1 
sciousness of the boy there has been work on the side—while 
continued—and this work was filled with the echoes of the word / 
we have the chain: “hung” (appeso), “attached” (attaccato), and 
(acceso). The verbal analogy and the implied rhyme (in Italian) 
the analogy of the visual image apparent. In sum, it has been d 
“condensation of images” that Doctor Fread—always him, 


doctor—described so well when he studied the creative processes 
“am. In this regard the story appears to be like a “dream with open 
all the atmosphere of a dream, the tendency toward the ab- 
otifs pressed together. 
es this atmosphere with the attempts of the father to “extin- 
he “boy-light-bulb.” The variations on this theme are generated by 
, but they move on different levels: the experiences of the neces- 
ts of turning out a light (unscrewing a light bulb, pushing a 
pulling out an clectrical cord, et cetera) are brought into play as 
¢ experience of one’s own body. (It is this way that one moves 
head, to the cars, the nose, bellybutton, et cetera.) The game is at 
int a collective one. The principal narrator has been only the deto- 
n explosion in which everyone is involved—with an effect that 
erneticists would call “amplification.” 
searching for the variants, the children look at one another, 
fo’ the trace of a new idea on the bodies of their neighbors, The 
ntervenes in the story; its figures suggest new meanings in a pro- 
in a certain way is similar to the workings of the rhyme. As the 
his or her process dictates meanings that are to a certain extent 
the lyrical situation. The actions are also rhymed, even if not 
to sound. They are “rhymed pairs,” that is, they are most simple, 
in a rhyme for children. 
he variation at the end—“he takes off the shoes, and then he goes 
ts an even more decisive break with the dream, It is a logical 
There were the father’s shoes, which had “turned on” the boy, 
had begun with those shoes. It is sufficient to take off the 
nd the light disappears. The story can come to an end. In essence, 
‘idea conducted the magical instrument—"the father's shocs”—in 
site direction of its initial movement. 
= moment the children make this discovery, they introduce the 
a ical clement of “reversibility” as metaphor into the free play of 
Bination, but noc yer as concept. They get to the concept much 
A the meantime, pethaps the fairy tale image has laid the ground- 
: the elaboration of the concept, 
last remark (the last one only by pure chance, of course) concerns 
on of “values” into the story. If one reads the story in this way, it 
ta disobedient boy who is punished within the framework of 
Model that has been too traditional. The father is the one whom 
and who has the right to punish. Censorship has intervened 
ne story within the bounds of family morals. 
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After censorship’s intervention, one can say that heaven and 
were, have influenced the story: the unconscious (with its confli 
tience, memory, ideology, the word in all its functions. A pure p 
cal or psychoanalytical reading of the story would not have been 
to illuminate all the aspects, as | have tried to do, even though b: 


Jhether the children have a stronger feeling for civil order or for 
, they have the night watchman report the news to the mayor oF 


a children are more or less compelled to let unknown people act. 
y children are more fortunate. They are not compelled co think of a 
s type like “che baker,” but they think of the baker Giuseppe right 
is name is obligatory for me; my father was a baker, and his 
s Giuseppe)—and this helps them to introduce immediately 
hey know into the story, their relatives and friends. The game be- 
entertaining right away. 
two articles that | mentioned in the preface, the ones published 
sera, | formulated the following questions: 


5 + What Would Happen If... 


“HYPOTHESES ARE NETS,” Novalis wrote. “You throw out your 
sooner or later you catch something.” 

Here is a good example straight away: What would happen if 
awakening, a man found himself changed into a filthy cockroach? T 
swer to this question can be found in Franz Kafka'’s story “The Met 
phosis.” Of course, it was not this question that produced the sto 
the form of the narrative certainly assumes the development 
fantastic hypothesis, including its tragic consequence, Within this hy 
esis everything becomes logical and humane; everything is loz 
meaning open to various interpretations. The symbol leads an) 
mous life and is applicable to many realities. 

The technique of the “fantastical hypothesis” is extremely 
assumes its form precisely from the question: “What if 2” ; 

In order to form this question, any subject and predicate can b 
sen haphazardly. The hypothesis that is to be elaborated is formed b 
ing the ewo together. 

‘The subject could be “Reggio Emilia” and the predicate “to flys 
if the city of Reggio Emilia were suddenly to fly? 

‘The subject could be “Milan” and the predicate “surround 
ter.” Whar if Milan were suddenly surrounded by water? 

Here are ewo situations within which the narrative events can m 
themselves spontancously into infinity. In order to accumulate proy 
material we can imagine the reactions of different people to the t 
news, incidents of every kind that take place, and the heared discuss 
choral story similar to the work of the Italian writer Palazzeschi.’ 


ist— — idyenture 
oe  ego-thology, and thus puzzled the TV announcer. During the 


T have noticed that children who live in the country, when cont ee oe eb id Naess Bs = pence 
with this type of theme, attribute the first discovery of the mi fe the show's host, Mike Bongiorne, but it was then devoured in curt 
village baker because it is he who gets up before anyone else, evel IS quiz master’s assistant Sabina, whom the children greatly admired 
the bell-ringer who is supposed to sound the church bells for eat) anted to sce wi ty 
In the city it is the night watchman who makes the discovery, and dé ee 


hat would happen if everyone in Sicily lose their buttons? 

Whar would happen if a crocodile knocked on your door and asked 
ttle bit of rosemary? 

Vhat would happen if your elevator plunged co the center of the 
or soared toward the moon? 


only from the chird theme chat | later developed a story, using a 
iter in a cafe as the protagonist. 
dren, too, take the greatest pleasure in asking the most comical 
st surprising questions. This is precisely because the subsequent 
development of the theme, is nothing more than the application 
unraveling of a discovery that has already taken place, provided 
he theme—when it is a child's personal experience and includes his or 
mmunity and surroundings—lends itself to a direct intervention, an 
appropriation of a reality that is loaded with meaning for the child. 
me time ago | worked with children in a middle school to formu- 
the following question: What if.a crocodile appeared as a contestant at 
“quiz show, winner take all? 
question produced wonderful results. It provided a new perspec- 
ching television and for judging one's own experience with tele- 
in the process some good things came of this. To begin with, there 
Versation with the crocodile, who wanted to be introduced as a 
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Later I entirely rewrote this story and included ic my book Nove; 
a macchina (Stories Told by a Machine). \n my story the crocod} 
expert on cat manure—fecal material if you will—but is very ef 
lending the story a demythifying function. In the end, Sabina does ng 
the crocodile, but compels it to spit out its victims in the reverse o: 
it had swallowed them. 

It scems to me that the story does not concern nonsense. R 
clearly deals with the use of the imagination to produce an active 
tion co reality. i 

The world can be looked at from the height of a man, but also 
cloud (airplanes have made this easy for us). Reality can be entered 
the main door or it can be slipped into through a window, which isn 
more fun, : 


js not just a theme for the imagination of children, which is ex- 
] beli € it to be an especially appropriate theme for children 
pleasure in measuring themselves by confronting problems that 
ater than they are. It is the only means to grow that they have at 
disposal. And there can be no doubr that, above all and more than 
r else, they want to grow. 
fe recognize their right to grow, in fact, only with words. Each time, 
they take us at our word, we risk our entire authority if we hinder 
m growing. 
conclude I now want to point out that, in the final analysis, the 
astic hypothesis is nothing but a particular case of the fantastic 
inal which originates from che arbitrary union of a certain subject 
certain predicate, It changes the components of che binominal, but 
function. In those general cases | described in the previous chapters, 
amined the binominal, which consisted of two nouns. On the other 
inthe fantastic hypothesis, a noun and a verb, a subject and a predi- 
even a subject and an attribute come together. 
ples: 


G6 + Lenin’s Grandfather 


THIS CHAPTER is merely the continuation of the previous one, B 
too fond of the idea of bestowing a chapter title on Lenin's grandf 
give up the arbitrary caesura. 

The counrry house of Lenin's grandfather was located not far 
Kazan—the capital of the independent republic of Tatar—near th 
of a small hill. Ac the foot of the bill was a little stream, a cribug 
the Kolchose River, and ducks used to swim in it. It was a 
place, and some time ago I visited it and drank very good 
my Tatar friends there. 

One side of the living room had three windows that opened up| 
garden. The children, among them Volodia Ulianoy, the future Lenin 
in and out of the house through the windows rather than throug 
door. The wise Professor Blank (Lenin's grandfather on his mot 
was very careful not to forbid this innocent fun and had firm b 
placed beneath the windows so that the children could go in and out 
out the danger of breaking their necks. It seemed co me to be an exen 
way of placing oneself at the service of children’s imagination. 

By using stories and those fantastic methods that produce thef 
help children to enter reality through the window instead of chro 
door, It is more fun. Therefore, it is more useful. 

Moreover, there is nothing to prevent anyone from having a i 
on reality by means of more demanding hypotheses. 

For example: Whar would happen if there were suddenly no 
to be found in the entire world, from the North Pole to the South? 


Pnoun and verb; “the city,” “flies” 
subject and predicate: “Milan is surrounded by water” 
* subject and attribute: “the crocodile,” “expert on cat manure” 


course, there can be other forms of fantastic hypotheses. Bur for 
pose of this book, these examples are sufficient. 


he Arbitrary Prefix 


AY OF MAKING words productive in a fantastic sense is by deform- 
ie oe do it in their games. These games have a very serious 
t ops i i i the possibilities of words, to 

p and’ to compel the words to assume new meanings. The games 

. “ag freedom as “speal cers” with a right to theie eben 

: Same onsicur Saussure). They encourage nonconformity. 
fe rary prefix was developed in keeping with the spirit of these 

ahead have frequently made good use of it. 

ee to employ the prefix de- co transform the word sharp- 
ey HA and negligible object, moreover dangerous and offen- 
et arpener,” a fantastic and peaceful object, It is used not co 
» but ro allow the points of the pencils ro grow back by 
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themselves when they have become dull. Of course, this would enrag 
owners of stationery stores and the ideological champions of cons, 
ism. All this carries sexual innuendoes with it. Certainly, they are ye 
concealed, but they are not neglected by children (beneath the 
their consciousness). 
The prefix off: generates offrack, the opposite of a rack for ef 
Here a person does not hang clothes on the rack, but takes them offy 
ever they are needed in order to get dressed. All this takes place ina 
try where the shop windows do not have glass, the stores are with 
registers, and the coat-checks are used without claim checks. Fro re Milky Way aflame), you have only to fabricate it yourself. 
prefix co utopia. But certainly it is not forbidden to imagine a city: fixes such as micro-, mini-, and maxi-, which emerged during the 
future where coats do not cost anything, like water and air. And uto th century, seem to me to be particularly productive. Here | offer— 
not any less educational than the analytical spirit. Ic is sufficient to tra ays without charge—a micro-hippopotamus (to be kept at home in an 
utopia from the world of the intellece (that Antonio Gramsci j a im), a mini-skyscraper, co be kept in a mini-drawer and inhabited 
aligned with methodical pessimism) to that of the will (whose prin y by mini-millionaires, and a maxi-blanket, with which one can cover 
characteristic, according to Gramsci, must be optimism). In 5 the people in winter so that they do nor freeze. 
clothes rack as such is only a “paper tiger.” Te is probably superfluous to point our that the fantastic prefix is also 
Aside from this, I invented a country with anti-, where there is ding else but a particular case of the fantastic binominal with the fol- 
cannon with which war is not waged but rather hindered. The “sense fing components: the prefix chosen to produce new images, and the 
sense” (this expression was coined by Alfonso Gatto) is obvious in this ¢ fional word chosen to be changed and graced by the deformation, 
The prefix bi- gives us the “bi-pen,” which writes everythi Bd Tél were to suggest an exercise here, I would advise writing two parallel 
(and perhaps is useful for ewin students). There is also the “bi-pip mns of arbitrarily chosen prefixes and nouns on a blackboard and then 
smokers who want double pleasure, and the “Bi-Earth”: ing them together through the drawing of lots. | tried this. Ninety- 
percent of those marriages arranged according co this rite fail, but the 
edth turns out to be a happy and productive couple. 


since | am handing out gifts, I shall give Italo Calvino, the author of 
n-Existent Knight and the Cloven Viscount, a “semighost,” half-hu- 
out of flesh and blood, and half-ghost in chains, covered by 
, that lends itself wonderfully to the invention of comical hor- 


erman already exists in the comics and is a striking example of the 
on of the principle of the “fantastic prefix” (even when it is a pure 
n of the “superman” of Nietzsche, the poor man). But if you want 
oaltender” or a “supermatch” (supposedly capable of setting the 


There is a second Earth. We live on this one and that one at the si 
Everything that stands on its head here is on its feet there. And 
Each one of us has his or her double there. (Science fiction has mad 
use of similar hypotheses. This is why it also scems to me legitimate (0 


about this wich children.) The Creative Error 


In an older story | introduced the “arch-dogs,” the “arch-bonesy Y CAN ARISE from a slip of the hand. There is nothing new about 
the “trienoculars” (a product of the prefix fri-, as in “tri-cow,” an a metimes, when [ am typing an article, I make interesting mistakes, 
unfortunately unknown to zoology). : stance, once | typed “Lampland” instead of “Lapland,” and by doing 

In my archives I possess an “anti-umbrella,” but | have not discovered a new country with its own special aroma and woods. It 
ceeded in imagining a practical use for it. “be a sin to banish it from the map of possibilities with an eraser. It 

The prefix de- lends itself wonderfully to dismantling ( better to explore it like a tourist of the imagination. 
with which it is easy to obtain the word deassignment, which meat q 4 child writes in his or her notebook “Atlantis Ocean” instead of 
assignment like homework that one does not have to do. Rather, it Ocean,” | can either correct this error with a red or blue pencil or 
destroyed or torn to pieces. d F the bold inspiration and write about the history and geography of 

Returning to zoology to free it from the parentheses in which: H By Important body of water, marked on the map of the world. Will 
let us take up the “vicedog” and the “subcar.” I shall give these anin Roo teflected on its surface? 
gifts to chose people who need them to populate their stories. 
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A magnificent example of the creative error can be found, aceg 
Stith Thompson ( The Folktale), in Cinderella by Charles Perrault: ¢ 
per, which in the original oral tradition was supposed to be made 
(vaire), was changed by chance into glass (verre). A glass slipper is cg 
more fantastic than a fur slipper and also much more appealing, 
stemmed from wordplay or from an error in transcriptio: q 
The orthographic error, if carefully considered, can give rise 
of comical and instructive stories, Such stories can also have an id 
aspect, as | have endeavored to show in my book Libro degli erra 
Errors). \n Italian, to write Italia with a g in the middle, /taglia, fie polynominals. 
just be due to the sloppiness of a student. In fact, there are nother old game known throughout the world is the question-and- 
scream and accentuate “[-ta-glia, [-ta-glia,” with an ugly additio rroutine using slips of paper. It begins with a series of questions that 
dowing it with a nationalistic and fascist tone. Italia does nor need: lude a sequence of events. In other words, the sequence contains 
tional g, but rather honest and decent people, and if it needs ‘of a narration: : 
all, then it needs intelligent revolutionaries. P 


rinted word, although it can serve to temper the worship of the 
sacred institution. In the final analysis, the invention of storics is 
seriously. 
e unusual events that result from the activity I have described can 
rate comic effects or beginnings that can be developed 
e and proper narrative. It seems to me that every single mode of 
coincidence is good. Technically, the game drives the process of 
the words to their utmost extremes and produces genuine chains 
binominals. In this case we should perhaps look upon them as 


9 + Old Games 


THE SEARCH FOR the fantastic motif occurs in games culti 
dadaists and surrealists, but these games are certainly older that 
movements, We may call them surrealist practices more out of 
than as a somewhat belated homage to André Breton. 

One of these games consists of clipping out headlines from mi 
pers and mixing them to obtain news about absurd, sensational, 
amusing events: 

‘The steeple of St. Peter 


Wounded after a fight 
Flees with the moncy to Switzerland 


at did the people say? 
happened in the end? 


fhe first child in the group answers the first question and folds his slip 
it nobody can read the answer. ‘The second child responds to the sec 
estion and also folds his slip of paper. The game continues this way 
ere are no more questions, Then the children read the answers aloud 
istory, The answers can lead to total nonsense or produce the seeds of 
lical story. For example: 


d man 

leaning tower of Pisa 
Bad accident on the highway 
Between two tangos 

In honor of George Washington 


aid: how much is three times three? 
he people sang the national anthem 


itended 
Ic is possible ro compose entire poems using a newspaper and a : three to sro: 


scissors, even though these pocms may not make any sense. And 
will be a fascinating sense. 

I do not want to maintain that this is the most useful mé 
reading a newspaper or that newspapers should be used in schools 
be cut into pieces. Paper is something to be taken seriously. Likew! 
freedom of the press. This game is not intended to bring about dist 


Story originated truly by chance. In the game, the children read 
aloud. They have a good laugh, and that is the end of it. Or, 
on that arises from the answers can be analyzed and developed 


ly, this game is the same as selecting a motif through random 
The essential difference is chat a “coincidental syntax” is chosen 
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through this process. Instead of a fantastic binominal, there is 
plot. By varying and complicating the questions, highly stim: 
can be obtained. 

Another famous surrealist game can also lead to exciting re 
different participants draw pictures together. The first child 
draws a figure, depicts a scene, or traces a sign that may or may 
meaning. The second, in each case, does not pay attention to the: 
but uses the symbol of the first child as an element of another 
different meaning. The third child does the same ching, not to 
the drawing of the first two children but rather to change its 
turn it another way. The final result is frequently enough an i 
sible drawing that does nor have a set form. On the contrary, th 
fuse with one another ina kind of perpetual motion. 

Thave seen children amuse themselves a great deal by playing th 
and they quickly learn its rules. For example, one child draws the, 
eye. The second, who gives the oval another meaning, adds the 
chicken ¢o it. The third has a flower spring from the position of 
Er cetera. The final product is less important than the struggle t 
the forms of others and to impose one’s own; the product is less in 
than the surprises and the discoveries that occur at each step 
ment that Umberto Eco might call “the fluctuation of meani: 

Ac the end, however, the figures can contain a story. An unu 
acter can unexpectedly appear, or perhaps a monster or a fant 
scape. At this point the words can continue the game. The movi 
once again from nonsense to sense. The stimulus for the i 
born in this game from the intuition of a new connection b 
elements that chance places in contact with one another. They 
borrow the jargon of the linguists—“forms of expression” or“ 
tenc” chat are articulated in different ways, but the binominal 
mains at the bottom of their changes. The realm of dialectics als 
itself into the terrain of the imagination, 


Songs to a Frog, 
Pe ecective ‘Old Man in a Marsh. 














































sh very few variations, all limericks have always used the same struc- 
has been analyzed with great precision by the Soviet 
an and Segal. . 

indicates the protagonist—the old man in a marsh. The 
points out his characteristics—futile and harsh. The third and 


s toa frog. The fifth line is reserved for the final point or epithet 
ro be appropriately extravagant. 

variants are really alternative forms of the same structure. For 
lc, in the second line, the person's characteristics can be indicated by 
et thar the protagonist possesses rather than by his or her own quali- 
by an action that he or she carries out. In the third and fourth lines 
ons of the other people can be presented rather than the actions 
nist. In the fifth line the protagonist can experience a retali- 
}) more serious than a simple epithet. 

look at another example from Lear. 


the protagonist 
‘There once was an old Man of Melrose 
| the attributes 
Who walked on the tips of his toes; 
'& 4) the reaction of the others 
But they said “Ic ain't pleasant, 
To see you at present, 
cpither 
You stupid old Man of Melrose.” 


fecast this structure—that is, if we use it as a true and proper 
of the composition of a poem and respect the combination of the 
€3(the first, second and fifth lines rhyme with one another; the third 
ymes with the fourth)—then we can compose our own “limerick” in 
10 + How Limericks Are Made Beeenner as Lear. 
THE LIMERICK is an organized and codified genre of nonsense. 
the more famous limericks are those by Edward Lear, For examples 


it step: choice of a protagonist 
4 1) Atiny man from Rome 
“4 5 step: indication of a quality expressed through an action 





There was once an Old Man in a Marsh, 
Whose manners were futile and harsh; 
He sat on a Log, 


Went up the stairs of a dome. 
Step: reaction of the others 
3/4) When he reached the high spot 
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He was still just a doc 
Fourth step: final epithet 
5) The mini-man from Rome. 


How Riddles Are Made 


INVENTION of a riddle an exercise in logic or in the imagination? 
bably both at the same time. The rule of this exercise stems from the 
ysis of one of the more simple popular riddles in Italian folklore. It was 
the following manner when water wells were still in use. 

What goes down laughing and comes back up crying?” 

*A bucket.” 

the root of this concealed definition, there is a process of estrange- 
the object. The bucket becomes separated from its meaning and 
context when it is simply described as an object that descends 


Another example from Lear: 


‘There was once an Old Man in a Garden 

Who always begged everyone's pardon. 
When they asked him, “What for” 
He replied, “You're a bore! 

And I trust you'll go out of my garden.” 


In this case the last line is not an epithet but brings about a cor 
tion of the polite old man in the garden. The rhymes are not pure 
believe that, when it comes to fabricating nonsense, there is no 
pedantry. The structure of the limerick has been recast only beca 
easy. When tried and tested, it leads infallibly co a result, but not th 
homework assignment is carried out. 

Children need but a short time to learn the technique describe 
Ic is particularly amusing to search for the final epithet with then 
be a made-up or imaginative word, an invented adjective, with 
grammar and the other in parody. Many limericks make do with k 
children place great stock in the epithet, Here is an example: ) 


parisons that no longer concern the whole object but one of its fea- 
, namely its musical aspect. The bucket clatters, Bur the clattering 
different when it is sent down the well and when it is pulled up 
fer in it. The key co the new definition is in the metaphor that 
inates from the verb to ery. When the bucket is pulled up, it sways, and 
pape — bucket “cries.” It rises crying, And it is from this 
# that the first one originates in opposition. “Laughing it goes 
n _ she double — —_ to represent the chiecn to ses 
to elevate it from a banal, dai i i j 
cc vennaice ily utensil to a mysterious object 
lere the analysis offers us the following sequence: “estrangement- 
ion-metaphor.” These are the three steps necessary to arrive at 
the riddle. We can test these rules with any object whatsoever. 
ple, a pen (which today would more than likely be a ballpoint 
ther than a fountain pen). 
it step: estrangement. We must define the pen as though we we; 
g it for the first time, Ic is a little stick made Festal out of place ia 
ofa oylinder or a multifaceted pipe, terminating with a pointed 
en it is tubbed on a clear surface, it leaves a visible mark behind. 
x step: association and comparison. The “clear surface” of the defi- 
pens up the way for other meanings through images. The sheet of 
; a become any other white surface, such as a wall or a field 
3 uy snow. By analogy, what is a “black mark” on a white sheet can 
black path on a white field.” 
‘ ee the final metaphor, We are now ready for a metaphorical 
the pen: “Something that makes a black path on a white field.” 


‘Aman by the name of Mark 
Loved to hear concerts in the park. 
He ate horned crumpets 

While listening to trumpets 

Our lover of music, Mister Mark. 


The epithet “lover of music” is nothing special, In fact, after 
this limerick, a boy drew my attention to the fact that it would 
appropriate co call Mister Mark a music hater because he ate hornet 
pets while listening to music. And he was right. 

Another critic—this time an adult, not a child—told me 
ericks | had made were not truly “nonsensical,” even if they 
stories that could be called absurd. He, too, was right. But I did 
what to do. My difficulty may result from the difference betweet 
and Italian. Or it may result from our tendency to rationalize. 

In the interest of children, it is important not co limi the 
of the absurd, 1 do not believe that such possibilities are dettt 
their education in science. Besides, even in mathematics there are#@ 
to “demonstrate the absurd.” 
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whar it had not received in the nineteenth century, 
9 Italian Grimm existed at that time. Here I shall aes ead 
rations that damaged the tales as well as the pedagogical distor- 
the commercial exploitation (Disney) they have suffered , 
nately, Hans Christian Andersen and Carlo Collodi were inspired 
i pes tradition of folk tales even though the two of (es tock 
rent paths. 
ce the Brothers Grimm, Andersen took the popular tales of his coun- 
is his starting point. - the Grimms, those stalwart Germans were 
constructing a living monument to the Ger: sei 
y that Napoleon had subjugated. They ecu ei 
bing tales cold to them by common storytellers (an undertaking that 
sd them recognition as patriots from the Prussian Minister of Shae. 
Tn contrast, Andersen revived folk tales from memory: they were 
ely a means for him to approach his childhood again and to redeem it 
give voice to his people. “I and the fairy tale” was the fantastic 
inal that served his work as the ultimate constellation Then 
en broke away from the traditional folk tale co create a pet fai 
populated with romantic characters and everyday objects, even filled 
7 onal feelings of revenge. His reading of folk and fairy tales, which 
radiated by the “romantic sun,” so to speak, helped him to free 
ination completely and to master his language sufficiently so th: 
d speak to children without becoming childish. ee 
a other hand, Collodi’s Pinacchio took its life from the ‘Tuscan 
cc tones and colors of Tuscan folklore. The Tuscan folk 
* jodi's narrative with a profound substracum of 
it the folklore w: I ore isthe 
. as only one of the elements of raw material in the 
a . ee is somewhat complex, as one can perceive a 
tg ‘erent interpretations that Pinacchio has received and 
Brot ti “ollodi 
i aa ene and Sesre rae regard co fairy 
Birciewt. fs : erators 0 children's literature, freeing 
are : me s that were assigned to it as public schools 
—— : . (in the domain of “adventure,” pioneers and ex- 
bot Ae, ne have revealed themselves to be valu- 
) » along with pirates, corsairs, and other rough 


Fourth step: though not essential, this step consists in giving an g 
priate form to the mysterious definition. The riddles are frequently : 


in verse, In our case it is easy: 


What's black and needs white 

to make its mark look bright? 

It is important to emphasize the crucial importance of the 
which scems merely to be a preparatory one. In reality, the est 
an essential moment that makes the least banal associations p 
permits the sudden flash of the most surprising metaphors which, f 
person guessing, are more exciting than an obscure stimulus. 

Why do children like riddles so much? My hunch is that itis b 
they represent the concentrated form—and are somewhat emblem) 
of their experience of conquering reality. For a child, the world is 
mysterious objects, incomprehensible events, an jecipherable ff 
Their own presence in the world is a mystery to be resolved, a rig 
solve, and they circle around it with direct or indirect questions, 

Hence their pleasure derives from an objective manner of 1 
through play, somewhat like training the emotions to feel the exci 
of the search and surprise. 

If my hunch is right, the game of hide and seek also has so 
do with the pleasure that children have with riddles. However, the 
has a different principal content: that of reliving, as a test, the fear 
abandoned, of being lost. Or of losing oneself. Yes, it is little Tom] 
who plays at losing himself in the woods. To be found is like returt 
the world, reacquiring one’s own rights, being born again. | did no 
before this. Now [ am here. I no longer exist. Here | am again. 

In these challenges, children’s feelings of security are reinforced 
capacity to grow, their pleasure in existing and knowing. 

Much more can be said about all this, but this would be b 


scope of my present project. 











12° Popular Folk Tales as Raw Material 









POPULAR FOLK TALES have entered imaginative writing, from 
dition as raw material: they have made their way from the fixes 
(Gianfranco Straparola) ro the courtly game (Charles Perrault); 

ticism to positivism. Finally, in our century, the great accomplisht 
fantastic philology permitted Italo Calvino to provide the Icalian 14% 


Possible to yi 
a ee Andersen as the first creator of the contemporary 
aa ni characters of the past leave their limbo, which is no 
* a ' 
ct in the purgatory or the hell of the present. Collodi 
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went even further by giving children—as they are and not as thy 
or ministers want them to be—the role of the protagonist and 
ing new roles to certain characters of the classical fairy tale: 
with the dark blue hair (later the fairy) is only a distant rel 
traditional fairies. The old ogre can be recognized again in the dr 
Fire-eater or che Green Fisherman; the little Butterball is a slight 
ture of the magician. 

Andersen cannot be surpassed in the way he animates the mo 
objects, providing the best possible examples of how to bring 
trangement” and “amplification.” Collodi’s dialogues cannot be 
He had trained himself by writing bad comedies for many years, 

Neither Andersen nor Collodi—and this demonstrates that th 
brilliant writers—knew the fairy tale material che way we know it 
catalogued, dissected, and studied under the psychological, p 
lytical, formal, anthropological, and structural microscope, et 
result, we are now in a position to “treat” classical fairy rales as 
series of fantastic games, and in the following chapters, | shall 
thing about these games, just as it occurs to me, without ordering th 
into a system. 


resting their emotions from their first encounter in the same order: 
fear, gratification. ‘They need order and reassurance: the world 

leave the tracks so brusquely on which they move forward with 
effort. 

efore, it is possible that children will initially become irritated 

of making mistakes is played, because they feel threatened. 

prepared for the appearance of the wolf. But the appearance of 

new unsettles them because they do not know whether ic is a 


ita certain point—perhaps when Little Red Riding Hood no longer 
uch to say to them, when they are ready to distance themselves from 
just as they separate from an old toy that has been all used up— 
are willing to accept a parody of the story. They will accepe this in pare 
parody sanctions the distance that they take, but also in part be- 
the new viewpoint renews their interest in the story itself, revives the 
yand takes off on another track. The children are no longer playing so 
ith Little Red Riding Hood, but with themselves: they dare them- 
face freedom without fear and to assume risks and responsibility. 
is necessary to be prepared for a healthy overdose of aggres- 
of excessive leaps into the absurd. 

Ifthis is the case, the game will have its therapeutic effect. It will help 
ren to free themselves from certain fixations. The game de-dramatizes 
olf, scolds the monster, makes the witch ridiculous, stabilizes a little 
: ly the boundary between the world of real things—where cer- 
iberties are not possible—and the world of fantastic things. This must 
en sooner or later, but certainly not before the wolf, the monster, and 
have fulfilled their deep functions, but it must also not happen 


13 + Making Mistakes in the Story 


“ONCE UPON A ‘TIME there wasa girl who was called Little Yell 
Hood.” 
“No, Little Red Riding Hood!” 
“Ah yes. Little Red Riding Hood. Well then, her father called he 
“No, not her father, her mother.” 
“Right. She called her and said to her: Go to Aunt Rosina ag 
hers...” 
“Go to grandmother, she told her, not to her aunt!” 
Er cetera. 


other Serious aspect of the game demands that the participants pro- 
; Genuine and original analysis of the fairy tale on an intuitive level. 
Methatives or the parodies can he initiated and developed only at 
points and not at others—and these are the precise points that char- 
Me and structure the fairy tale—not during its tranquil verbal shifts 
bon node of meaning to another. The processes of decomposition 
Imposition are simultaneous in this game. This is exactly why they 
We interventions, and not abstract and logical. 
result of all this is a “pointed” invention that rarely leads to. a new 
with a new logic. Instead it favors a kind of wandering among the 
w motifs without a precise goal. It is more doodling than drawing. 
4ys, however, we know the usefulness of doodling. 


This is the outline of an old game, “Making Mistakes in th 4 
that can be created at any time in any home. | adapted it many 
my book, Favole al telefono ( Telephone Tales). 

It is a more serious game than it seems at first sight. Buc it mu 
played at the right time. When it comes to fairy tales, young, chil 
to be conservative. They want to hear the tales time and again 
same words as the first time, because they take pleasure in re 
them again, in learning them in the proper sequence from b n 
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other had probably cold him, but an insipid litany (which sounded 
recital, the poor child)—“and now, give me any word that 
p your mind.” 

ey did not grasp what T meant by “any word.” T had co explain it co 
,, they gave me the word horse. | could now tell them the story of 
Red Riding Hood who met a horse in the woods. She climbed on his 

d got to her grandmother's house before the wolf. . . . 

after this | went to the blackboard, and as the room was filled 
tive silence and the children were burning with curiosity, ] wrote: 


14 + Little Red Riding Hood in a Helicopter 


IN SOME SCHOOLS that I have visited, I have observed the fe 
The children are given some words, which they use to make a 
example, a series of five words thac suggest the tale of Little Re 
Hood: girl, woods, flowers, wolf, grandmother. The sixth word b 
series. For example, helicopter. 

The teachers or the other people who conduct this ey 
game-exercise, seck to measure the capacity of the children to g 


new and unexpected clement introduced into a certain series flowers, wolf, grandmother, helicopter. beamed sround.t 
their capacity to absorb the given word in the familiar story; Reto explain the new game to anyone ‘The minds pecan he 
capacity to make the familiar words react in the new context in wh Hiiten had already clicked, and they taised their hands. With iol 
find themselves, i they produced a nice story: the wolf, when he knocks at pi 
5 Upon closer ‘cxamiacion,, the wee beriche fouy of af door, is observed by the police from a helicopter. “What is he 
binominal. On the one hand, there is Little Red Riding Ho 2 What does he want?” the policemen ask. And they descend i 
other, the helicopter. The second part of the binominal is a si Bitte the wolf ino the aris of the hunter J y m 
However, the first part is a series of words that combine and for ianidebare the ideological value of the new creation, but this does 
confront the word helicopter. From the viewpoint of the logic 0 to me to be the point. What is more important is what was set 
ae everything nd thus clear. - F 7 yn. I am certain that these children will ask every now and then to 
In my opinion, the most interesting results produced by this game of Little Red Riding Hood again with a new word: th ill 
for psychologists, when this fantastic theme is given cold, without the pleasure of inventing. sia 
tion and also without a great deal of explanation. 4 experiment of invention is wonderful when the children enjoy 
After | first learned about this experiment from a teacher in es, even when they break the rules of the experiment itself to ar- 
whose name and address | have unfortunately lose—I tried tthe goal, for the children are the goal 
some children in the second grade whose minds had been b ov 
teaching routine of the worst kind (dictation, copying, and o 
things). In other words, they were being taught under terrible 
1 attempted in vain to draw a story our of them. This is a di 
taking when a stranger suddenly appears in the midst of child 
body knows what he wants. Moreover, | only had a few minut 
disposal because | was expected in other classes. But | was sorry (0 
children without haying done anything except to give them the m 
an eccentric guy who played the clown by sitting on the ground 
ing on top of a chair (necessary moves on my part to break the b 
atmosphere created by the presence of the teacher and the scl 
tor). [f | had only brought with me a harmonica, a flute, or a drum 
Finally, it occurred to me to ask if any of them wanted to tell 
of Little Red Riding Hood. The girls pointed to a boy, the boys (0 44 
“And now,” | asked the children, after the boy had finished rattl 
the story to me, not actually the story of Little Red Riding Hooa 


* The Fairy Tale Reversed 


\ ARIANT in the game of making mistakes in the fairy tale consists of 
editated and purposeful reversal of the fairy tale theme: 


little Red Riding Hood is bad, and the wolf is good. ... 


om Thumb wants to escape from home with his brothers and abandon their 
boot parcnis, However, the parents are aware of this. So ‘Tom and his brothers 

their pockets with rice and make holes in them so that they will be able to 
ine their path of escape. (As in the original tale, but everything is 
d upside down. Where the right side was, we now see the left. . ..) 


Sinderella is so very bad that she drives her patient stepmother to despair and 
sals her stepsisters’ fiancés. 
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What Happens After? 


Instead of dwarfs, Snow White encounters seven giants in the 
is most dense and dark. She becomes their mascot and helps the 
criminal acts. 

The technique of making mistakes creates guidelines for 
jected plan. The result is partially or corally new depending on 
“reversal” includes one or all the elements of the particular 

‘Through the “reversal” we can also attain stories other 
For example, the reversal can be the starting point for an indep 
that develops automatically in another direction. 

Achild in the fourth grade who was especially creative p! 
history and historical legends instead of making use of the te 
reversing fairy tales. Remus kills Romulus; the new city is called 
Rome; and its inhabitants are called Remans. With the 
“Remans,” the Romans no longer terrify people. Instead, the 
Remans are figures of ridicule. So, Hannibal defeats the Reman 
comes Emperor of Rema. Ex cetera. 

The exercise does not have any historical relevance becau: 
made from “if,” so to speak. Moreover, the exercise takes more fra 
than from Borges. It is possible chat the result of the exercise is mo 
ciable, even if it is involuntary, because it parodies the manner, @ 
text, of teaching Roman history to children in the elementary $4 


his crew, as improbable as that may seem. After many adventur- 
nters, Pinocchio triumphs in the end. But the ending has an 
the shark, caught and stuffed, is publicly displayed in shows pur 
Beppetto, who is now too old to be a carpenter, but not too old to 
tear the admission tickets, 
ge fantastic binominal that governs the movement of the new story 
jo-hidden treasure.” To be exact, it is the same story, but it 
the hero after he failed to reap a treasure when he was still a 
, and naively sowed gold coins as seeds to see if he could grow a 
fom them. 
¢ is a famous parody sequel to Cinderella, too. (But does it really 
it any rate | remember it, and | don't think I invented it.) After 
ella has married Prince Charming, she keeps her old habits as guard- 
ome and hearth, a veritable housewife, always with an apron, un- 
ind uncombed, After a few weeks the prince can only be bored by 
wife as this. Cinderella's stepsisters are much more entertaining and 
ve, They love dances, the cinema, cruises to the Caribbean Islands. 
7 ne stepmother, who is still young and has many different interests 
ays the piano, goes to lectures about the Third World, and to literary 
j, cannot be discounted. A tragedy ensues due co jealousy, with all 
fy details princed in the newspapers. . . 
le crux of the game consists of a fresh analysis of the fairy tale on an 
ee roca of the fairy tale are played with in such a 
% of fs is given preference over the others. In the 
about Cinderella, her situation as guardian of the hearth is a 
on. In the sequel, this motif is expanded into a gigantic carica- 
Ecompels the other motifs, such as the motif of the mundane step- 
assume new meanings. 
he fairy tale about Little Tom Thumb is told to a group of children, 
lap oe that one child will ask at che end of the story, “And what did 
iy ue aire with the seven-league boots?” Of all the motifs 
"Ca i ar his one that strikes this child most of all and stimu- 
her to think up a sequence. Ir is an cxample of the “privileging 


16 + What Happens After? 


“AND AFTER?” the children ask when the narrator stops. 

Even when a fairy tale is finished, there is always the possi 
“after.” The characters are ready to act, We know how they reli 
another. The simple introduction of a new clement sets the en cire 
mechanism in motion once again, as all those writers who have¥ 
conceived a sequel to Pinocchio certainly know. 

A group of children from a fifth grade class took a re 
backward” and introduced a new element directly into the 
shark. (In the original Italian fairy tale novel by Collodi, the Distt 
is really a shark.) On this very day—it is the day that Pinocchit 
real boy—Geppetto suddenly remembers that he had seen a 
sure in the belly of the monster during the time of his imy 
Pinocchio immediately organizes a hunt for the shark, wl 
neously a hune for the treasure, But he is not the only one. I 
Green Fisherman, who has in che meantime become a pirate, 
ing for the treasure that he has heard about from the Cat and 
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ng all the motifs present in Pinocchio, we privilege the motif of 
2 ie longer with cach ¢ can casily produce a new fairy 
et “peor lies in order to obtain heaps of wood 
a ~ He becomes rich, and a monument is then erected in his 
9B his lifetime. Made of wood, of course. 

~~ amples thar | have cited, something intervenes like a “force of 
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inertia” of the imagination that tends to persevere in its mover 
forming itself into automatic fantasizing. The new fairy tale, 
not emanate from this automation, rather from its cationalizati 
from the capacity to recognize a direction, a constructive 
arises from the uncontrolled movement. Even in the best wri 
ments of the surrealists, automaticism was repeatedly repudiated | 
resistible tendency of the imagination toward syntax. 


inkling of this “fairy tale salad” can be noted in certain children’s 
ss in which the characters of different fairy tales live together in a 
manner. Indeed, I know a woman who made use of this technique 
her children were young and continually longed to hear stories, As 
older and asked for new stories, she improvised by mixing the 
eters from the old stories. She had the children themselves determine 
It is from her that | heard a grotesque mystery story in which 
who woke Snow Whire from her sleep, was the same one who 
d Cinderella the day before. An intense and scary drama devel- 
of this situation with terrible battles among the dwarfs, scep- 
fairies, witches, and queens. pee 
Ihe type of fantastic binominal chat governs this game distinguishes 
om the general form only because it is constituted by owo proper 
and not by two common nouns (a subject and a predicate, et cetera) 
before. Naturally, here the proper nouns are taken from fairy tales 
that the normal grammars are not obliged to note. Ir is as if “Snow 
and “Pinocchio” were the same as “Bill” and “Jane.” j 





17 + The Fairy Tale Salad 


LITTLE RED RIDING HOOD encounters Litle Tom Thumb and h 
ers in the woods. Their adventures become mixed together, and t 
anew path that runs diagonally to both forces that act on the s 
in the famous parallelogram that | gaped at as it took shape 
board in 1930 traced by the hands of my teacher Mr. Ferrari in 

He was a slender man with a little blond beard and glasses, an 
a limp. One time he gave an A to my rival in Italian for his 
today I remember what this student wrote: “Humanity is more 
good men than great men.” It is clear from this that my tea 
socialist. Another time he wanted to embarrass me and make d 
schoolmates that I did not possess the key to all knowledge, So 
1 ask Gianni, for example, what ‘beautiful’ is in Latin, he will 
But since I had heard “Tota pulchra es Maria” sung in church 
been given to understand what those glorious words meant, I sto od 
said with a blush, “Ie’s pulebra.” 

Everyone laughed, even the teacher, and I realized chat it is me 
necessary to say all chat one knows. ‘This is also why, in this 
abstaining as much as possible from using the difficult words 
When above | wrote the word parallelogram, which seems di 
membered that I had learned it in fifth grade. 

If Pinocchio were to land in the house of the seven dwar! 
be the eighth among the wards of Snow White. He would i 
vital energy into the old story, compel it to recast itself acco’ 
dictates of two rules, that of Pinocchio and that of Snow Whi 

‘The same thing occurs when Cinderella marries Bluebeard, 
in Boots places himself at the service of Hansel and Gretel, et 

Subjected co this treatment, even the images that are most 
used appear to take on a new life, to blossom again, and to bez 
flowers in unexpected ways. The hybrid has its fascination. 


Recasting Fairy Tales 


FAR the focus of the games has been old fairy tales. I have used their 
openly and freely, and adopted their characters without re-baptiz- 
Wem, even when their functions have been reversed and distorted in 
ig Ways. Their motifs have been remixed, and the force of inertia 
“ Sad has been exploited, but they were not torn out of their 
re complex game that I call recasting enables a new fairy tale to 
man old one with various degrees of recognizability, or with a total 
ince to forcign terrain, There are famous precedents for this pro- 
Most notable one was James Joyce's recasting of The Odyssey. But 
pe not difficult to recognize the Greck myth in The Erasers by Alain 

rillet, and through close examination, we can rediscover the de- 
lical Stories in the plots of some works by Alberto Moravia. These 
ec obviously nothing to do with che infinite number of ploxs 
“spring from a simple change of names and transposition of 





ar. 


Odys, 
"Rhos Joyce only as a complex system of fantastic coor- 
eeu, ork in which he captures the reality of his Dublin, and 
ine it is a system of convex mirrors that reveals how dense 
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to the medicine man, who is the head of the natives. Carlo is 


this reality is that may otherwise escape the naked eye. R ; : 
vared as the god of fire, Et cetera. 


game, the process does not lose its elegance and its capacity 
A fairy tale can be reduced to the bare plot of its events a 


‘ i th this story we have sufficiently distanced ourselves from the origi- 
internal relations. 


racter of Cinderella, who penetrates the new story like a woven 
experience her innermost feclings and inspirations of unthink- 
pments. Secing is believing, according to the old folk saying. 
other example: 


Cinderella lives with her stepmother and stepsisters who go to a 
and leave her at home. Through the intervention of a fairy, she, 
the ball. The prince falls in love with her. Ex cetera, 


The second step consists in reducing the plot to a pure abst 
Pression: 


nsel and Gretel are brother and sister. They get lost in the forest. A witch 
kes them into her house, intending to bake them in her oven. 


A lives in the house of B and stands in a relationship to B, dif cus recast the plot: 
relationship that C and D have with B. While B, C, and D go u 
there is some kind of event F, A remains alone. However, thanks to 
vention of G, A, too, is able to go to E and makes an extraordinary 
on H. Et cetera. 


and B get lost in the place C. They are taken by D into the place E, where 
sere is also an oven B.... 


And here we have the new plot: 


[f we now interpret the abstract expression in a new way, 
tain, for example, the following scheme: 


other and sister (probably children from southern Italy who have emi- 
d north) have been abandoned by their father near the main cathedral in 
|. He is desperate because he cannot feed them and hopes they will be 
ped by public charity. But the children leave the cathedral and wander 
ough the city. At night they take refuge in a courtyard, and they sleep 
a pile of empty cartons. By chance a baker discovers them, and he 
akes them inside his shop where they enjoy the warmth of his oven... . 


Delfina is the poor relative of Mrs. Notable, owner of a dry cleanin 
Boston, and the mother of two pretentious girls who still attend h 
While Mrs, Notable and her daughters take a rocket cruise to Mi 
great intergalactic party is raking place, Delfina stays in the dry 
ironing the evening gown of Lady Importanzia, Delfina tries iron 
to fantasize about the ball. She goes into the street and jumps into Spi 
II without thinking about what she is doing. Indeed, it is the very Spi 
in which Lady Importanzia is flying to the party on Mars, with D 
stowaway. At the ball, the President of the Republic of Mars not 
and dances with her. Et cetera. 


If} ask myself at which point a spark was ignited and my cnergy was 
© motion to conceive the new story, I can easily respond that it was 
he word oven. | have already said that | am the son of a baker. A 
shop is usually associated with something to eat. To me, the word 
leans a large room filled with sacks of flour and a mechanical mixer 
In this example, the second step—the abstract formula of a patt the left-hand side. In front are the white tiles of the oven with the door 
fairy tale—appears almost superfluous due to the fact thar the ne ns and shuts. My father, who kneads the flour, puts it in the oven 
fakes it our. Every day he made a dozen rolls from a white flour for me 


variants. Almost superfluous, but not entirely, because in each case brother. These rolls were very crisp, and we devoured them like 


created a certain distance from the fairy tale, preparing its chan, 
After we have obtained the formula for forgetting the or 
tale, we can arrive at the following: 


last picture [ have of my father is that of a man who ried in vain 
his back on che oven, He was drenched and trembling. He had left 
hop during a storm to help a little car stranded between large puddles 
Seven days later my father died of pncumonia. Penicillin had not 

n invented, 
ater, when my father lay dead on his bed with his hands folded, I was 
WM to sce him. | remember his hands but not his face. I also remember 


Carlo is a stable boy at the estate of Count 
Anne. It is vacation time, and the count and his children decide 
journey around the world in their yacht. Carlo slips secretly on b 
the help of the cabin boy. The yacht, however, is 
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This article maintained that Leonardo's genius consisted in 
regard a machine not as a unique organism, not as an inimi- 
but as a corality of simple machines. And he was the first 


the man who warmed himself against the warm tiles of the 
remember his arms, not his face. He had scorched the hair 9 
with a burning newspaper so that the hair would not fall ong 
dough. The newspaper was La gazzetta del popolo (The People’s 
know this for sure because it had a children’s page. It was 1929, 

The word oven had been swimming about in my mi 
surfaced with sad and warm colors. These colors influenced 
tion of the various unions in the tale—between the abandon 
of the fairy tale and those of the new one, between the trees of dl 
and the pillars of the cathedral in Milan. The rest is deduction, f 
not logical. 

The story will have an unexpected ending because the b 
bread—not the children—in the oven. What is also unexpec 
story invites us to look at the large industrial city from the | 
with the eyes of the wo lost children, to discover the reality 
drama in a game of the imagination. The contemporary world y 
violence will be entered through the abstract recasting: A, B, C, D 
find ourselves once again on Earth, at the heart of the Earth, 
recasting, political and ideological contents of a certain sign willy 
mark because I am I, nor an aristocratic lady of San Vincenzo, / 
happens inevitably. And as it happens, it produces images 
will need to be examined and interpreted in their turn. 

‘The recasting usually offers different people different ways th 
different “messages.” But we did not start with the message, Iten 
itself as an involuntary point of arrival. 

‘The essential moment of the “recasting” is the analysis o 
fairy tale. It is a process that is at once analytical and synthetic, al 
from the concrete to the abstract, and from the abstract it tun 
concrete. 

‘The possibility for a process of this kind stems from the vel 
the fairy tale itself: from its structure, strongly characterized by! 
ence and repetition of certain constitutive elements that we can 
tifs.” Vladimir Propp called chem “functions.” And now it is t0 
must turn to become more conscious of our game and to prod 
devices. 


do broke down the machines into clements or “functions.” 
he succeeded in studying the “function” of friction in isola- 
example, and this manner of dissection enabled him to con- 
he round bearings, cone couplings, and stump cylinders that 
recently been manufactured for gyroscopes, and are indis- 
for acronaucics. 
nardo derived a great deal of pleasure from studies of this kind. A 
ago one of his drawings for a burlesque invention was discoy- 
{safety mechanism to break the fall of a man from a high place. 
jsec the man falling from an undisclosed place, and his fall is bro- 
system of conical wedges connected to each other, and at the final 
the fall, by a wool ball whose resistance to the impact is controlled 
lated by one last wedge. Mose likely, we must also attribute the 
on of “useless” machines to Leonardo, those machines constructed 
r, out of fantasy, designed with a smile. They were, at the mo- 
their conception, opposed to the utilitarian norm of scientific- 
al progress. 
much the same way that Leonardo broke down a machine into its 
Vladimir Propp, the Soviet linguist, dissected the functions of 
pular folk tale in his books Morphology of the Folk Taleand The Trans- 
ion of the Magic Fairy Tale. 
also famous for his book The Historical Roots of the Fairy Tale, 
fiably so. In this work he develops a captivating and convincing 
least from a poctical perspective, that shows how the oldest core 
agica fairy tale can be traced back to initiatory rituals practiced in 
We societies. In other words, all that the fairy tales narrate—or, in 
Mtheir transformations, all chat the tales conceal—happened at one 
tory. When children reached a certain stage, they were separated 
ily and taken co the forest (like Little Tom Thumb, Hansel 
and Snow White), where the shaman (or medicine man) of the 
din a manner to make the children fearful, set difficult and 
deadly tasks for them. Usually the shamans face was covered 
rible mask (chat immediately makes us think of magicians and 
, Th the magic folk tales all che protagonists are confronted with 
when they set out on their journeys. The boys listened to the 
SMSand stories and were entrusted with weapons (the magic gifts, 
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ONE TIME, while reading the Italian edition of Scientific Am 
across an article that shed light on a characteristic aspect of 
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which in the fairy tales are given co the endangered hero by supe 
donors), and in the end they returned to their home, frequently wj 
names (the hero of the fairy tale also returns home and is freq 
known). At this point they were mature enough to marry (as ip 
tale, which concludes with a marriage celebration ninety-nine 
the time). 

The structure of the fairy tale repeats the structure of the ritu; 
is precisely from this observation that Propp (and not only P 
ceived the theory according to which the fairy tale came into 
the ancient rituals were declining, leaving behind them the 
of the oral tradition that eventually formed the basis for the lis 
tale. In the course of centuries, storytellers continually betry 
memory of the ritual and became more and more accustomed to 
the autonomous exigencies of the magic folk tale spread by word of 
‘The magic folk tale accumulated variants, followed people (1 
ans) in their migrations, and absorbed the effects of historical 
change. Thus, in the course of a few centuries, storytellers trans 
labile language and gave life to a new language. How much time 
since the Latin of the old Roman Empire was cransformed into 
mance languages? 

In sum, the fairy tales accordingly were born from the fall of 
world into a secular one—as though they tumbled into the world 
dren and were reduced to little toys, objects that in the precediny 
had been ritual and cultural objects. For example, the same can bt 
dolls or spinning tops. And wasn't the same process, the movem 
the sacred co the profane, the formative basis for the theater? 

Fairy tales gathered other secularized myths, adventure sto 
and anecdotes around the primitive magical core. In addition to th 
cal characters, the characters of the peasant world became stock 
(For example, the clever hero and the simpleton.) A dense an 
magma was created; a skein of a hundred colors whose most i 
thread, according to Propp, is the immediate description of event 4) a 

One theory can be just as valid as the next, and perhaps none! . Provision of a magical agent (The hero acquires the use of a magi- 
deliver a complete explanation of the fairy tale. Propp's theory #] yy 
larly fascinating because it establishes a profound connection bet 
prehistorical boy, who experienced the rituals, and the historical 
is introduced into the human world with the fairy tale as part of Bi 
tion—many would say on the level of the collective unconscious: 
tification that the little listener makes with Little Tom Thumb 
fairy tale, told to the boy by his mother, does not only have a psyeh 


in light of this theory, but also a much more profound one, 
bin the obscurity of blood. | 
alyzing the structure of the folk tale—paying particular attention to 

















































Sin independent of how and by whom they are fulfilled. 
constitute the fundamental components of a tale.” 2) “The number 
nctions known to the fairy tale is limited.” 3) “The sequence of 
ions is always identical.” 

Propp’s system there are thirty-one functions, and they are suffi- 
long with their variants and internal articulations, to describe the 
the fairy tale: 


ntation (One of the members of a family absents himself from 


ferdiction (An interdiction is addressed to the hero.) 

violation (The interdiction is violated.) 

teconnaissance (The villain makes an attempt at reconnaissance.) 

) ty (The villain receives information about his victim.) 

) a ickery (The villain attempts to deceive his victim.) 

) complicity (The victim submits to deception and thereby unwit- 

elps his enemy.) 

lainy (The villain causes harm or injury co a member of a family.) 

ediation (The misfortune or lack becomes known.) 

0) pene counteraction (The secker agrees to or decides upon a 

praction. 

1) departure (The hero leaves home.) 

2) the first function of the donor (The hero is tested, preparing the 
Magical help.) 


3) the hero's reaction (The hero reacts to the actions of the future 








) spatial transference between two kingdoms (The hero is led to the 
bof his search.) 


3 Struggle (The hero and the villain join in direct combat.) 
) anding, marking (The hero is branded.) 

Victory (The villain is defeated.) 

Femoval of misfortune (The initial lack is liquidated.) 


44 





4s 





keep Son mernOmrelegh mma 
ee Te 
















































20) return (The hero returns.) 

21) pursuit, chase (The hero is pursued.) 

22) rescue (Rescue of the hero from pursuit.) 

23) unrecognized arrival (The hero, unrecognized, arrives he 
another country.) 

24) unfounded claims (A false hero presents unfounded claj 

25) difficult task (A difficult task is proposed to the hero.) 

26) fulfillment (The task is fulfilled.) 

27) recognition (The hero is recognized.) 

28) exposure (The false hero or villain is exposed.) 

29) transfiguration (The hero is given a new appearance.) 

30) punishment (The villain is punished.) 

31) wedding (The hero is married and ascends the throne,) 


skipping some and substituting others while indicating how they 
nonded to other fairy tale motifs. Two painter friends of mine cre- 
enty “playing cards,” and each card was marked with a word (the 
the function) and illustrated with a pertinent symbol or carica- 
. tion,” “violation,” “damage or lack,” “departure of the hero,” 
meeting with the donor,” “magical gifts,” “the appearance of the 
“demonic powers of the villain,” “combat,” “victory,” “return,” 
3] at home,” “the false hero,” “difficult tasks,” “fulfillment of the 
“recognition of the hero,” “the false hero exposed,” “punishment of 
ygonist,” and “marriage.” 
children worked together and produced a story, structuring it ac- 
to the series of the ewenry “cards of Propp.” All this was done with 
deal of leeway, it must be said, and with the most remarkable results 








Naturally not ad! these functions can be found in all fairy tal 
obligatory sequence there are jumps, additions, and syntheses th 
however, contradict the general line of action. A fairy tale can 
the first function, the seventh, or the twelfth, bur—if it is an ol 
difficult jump backward to recuperate passages that have 

The function of absentation, which Propp places in the fi 
can be performed by a character who leaves home for some rea 
who departs for war, a father who dies, a parent who goes 
(celling the children—here we have the interdiction or prohibit 
to open the door to anyone, or not to touch a particular thing), a1 
who begins a business trip, et cetera. Each function can inclu 
site: the interdiction can be represented by a positive commal 

Bur I want to move on with my observations about Propp’s fi 
to suggest to those readers who would like to experiment with 
that they test the sequences with any one of the films about Jam 
Whoever tries this experiment will be surprised to find how mi: 
tions there are in such a film and in almost the same sequence. 
see how alive and persistently present the fairy tale structure is i 
ture, Many adventure books follow the same sequence. 

The functions are interesting because we can use them to con 
infinite number of stories, just as one can compose any number 
dies with ewelve notes (omitting the quarter cones and al 
within the limited musical system of the West before the rise of @ 


how easily children succeed in producing a fairy tale following 
uence of the cards because each word of the series (cach function or 
¢ motif), as far as the fairy tale is concerned, is full of meaning and 
itself to a game with an infinite number of variations. | remem- 
ery original interpretation of “interdiction”: a father leaves the house 
his children not to throw flower vases from the balcany onto the 
pedestrians. . . . And among the “difficult tasks,” there is the 
pand to go to the cemetery at midnight. Up co a certain age, this task 
a maximum of terror and requires a maximum of courage. 

dren love to mix the cards and to improvise and change the rules: 
ee cards at random and form a complete story; take off from the 
td of the series; divide the cards beeween two groups that are having 
it to invent the most original story. Frequently, one card is suffi- 
fo suggest an entire fairy tale, The card with the title “magic gifts” was 
h to prompt a fourth grader to invent a story about a pen thar did 
ork assignments by itself. 

can make a pack of “cards of Propp” with twenty or thirty 
Paper, or fifty, depending on what one wants to do. It is enough 
, the title of che function or the motif on each card. Illustrations are 


Bame can erroncously recall the structure of the “puzzle” or the 
Bn which twenty to a thousand fragments are present, and the 
ist in reconstructing the entire design in mosaic fashion. In con- 
cards of Propp” allow, as 1 noted, for the construction of an 
€number of pictures because cach piece does not have a unique 
but is open ro many meanings. 


music). 
In Reggio Emilia we wanted co see how productive Prop| 
could be. We experimented with a group of children, choosing 
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The Grammar of Fantasy Changing the Cards into a Fairy Tale 


Why should one use just the “cards of Propp” and 
cards of fantasy, or a group of pictures taken at random, ora 
from a dictionary? It seems evident to me: each “card of P; 
not merely itself, bur an entire section of the fairy tale world 
fantastic echoes, for children who have become familiar with ‘ntonio Facti (both a painter and a teacher and also author of the 
their language, and their motifs. nok, Guardare le figure | Looking at Faces|), | saw a series of great 

Moreover, each function is rich in appeals to the personal y on the functions of Propp. Each of them was a story that 
child. Indeed, a child reads “prohibition” or “interdiction, n different levels. The hero was not only a child with his fanta- 
enters into immediate contact with the experience that he org mplexes, and his deep unconsciousness, but also a man and his 
with familiar prohibitions (“don't touch,” “dont play in the ws, and also the painter and his culture, His dense paintings were 
pick up the hammer”). The child relives obscurely the first mon {with images, allusions, and citations that stretched out their ten- 
or her relationship to things, when only the “yes” and the ular broadside as well as to surrealism. They were “cards of 
mother helped distinguish berween what was allowed and 


h artist who loves an extraordinarily rich world in fairy tales, a 
bidden, For the child, “prohibited” is the confrontation with gt is foolishly marginalized. Each painting says an enormous 
or authoritarian rule of the school. But there is also a positi 


t could be expressed by words, but only by a few words. Others 
hibition” and “order” are functionally equivalent) when 


edeal that cannot be expressed by words. 
covery of the rules of the game: “This is the way to do it, 
‘The encounter with the limits that reality or society imposes 
liberty is one of the instruments of the child's socialization. A anging the Cards into a Fairy Tale with 
The structure of the fairy tale is not only a recasting o P 
initiation—if we agree with Propp—but it also mirrors in meesearore 
structure of the child’s experience, which is a series of missi 
of difficult tests and disappointments, representing certail 
of life. This includes even the experience of “magical gifts” 
Claus and the Easter Bunny. Parents remain the “magical de 
long time, capable of everything. Children populate their 
powerful allies and diabolical enemies for a long time. It 
in some way the fairy tale functions help children shed light o 
lives. And the functions are there, ready, fully tested, easy £07 
opinion, to discard them would be squandering a good op 
Though this chapter has become too long, | would still like 
more observations. 
The first regards a point that Propp made while studying d 
folk tale and the transformation of a particular motif. He took @ 
the “hut on chicken feet in the forest” and traced all its ¢o 
during its development: through reduction (the lictle hut on 
the hut in the forest; the hut; the forest); through amplified! 
hut in the forest with cinnamon walls and a gingerbread 
substitution (instead of the hut, there is a grotto or a castle) 
sification (an entire magical realm). Here we can note how 


set the same terms in which Saint Augustine describes the work 
nation that consists of “setting up, multiplying, reducing, ex- 
ering, recomposing images in any way whatsoever.” 

observation is based on something that | remember, In the 





EVIOUS CHAPTER, when I wrote about preserving the pres- 
ie folk tale in the games of invention, | did not mean to insist thar 
be obligatory. Along with the “cards of Propp,” there can be 
ertaining games that are no less productive. 

d like to cite as example the wonderful game invented by Franco 
nd his ds in che Gruppo Teatro-Gioco-Vita (The Theater- 
‘Group). This game is called “Let's change the cards into a fairy 
ibed in the book a ero U'albero (tu il cavallo) (1 Was the Tree, 
by Franco Passarore, Silvio De Scefanis, Ave Fontana, and 
Ucis, in the chapter “Quaranta ¢ piti giochi per vivere la scuola,” 
More Games to Experience School”): 


consists of inventing and illustrating a collective story. [t can be 
ed by a suitable pack of cards prepared by the animator or facilitator. 
Bi and pictures cut out of newspapers and magazines are pasted on ap- 
lately fifty large cards. The reading of these images is always different 
tach card of the pack is connected to the preceding one only by the 
ion of ideas or, at least, by the play of imagination. The animator 

in the middle of a circle of children and asks one of them to choose 
Ptrandom. The child must interpret it verbally, thereby providing the 
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Ths Greate of Seteg Fairy Tales in she “Obligatory” Key 
beginning of a collective story. The child’s exposition is the basis for hy 
illustration on white cardstock or a roll of paper—it can be ad 
collage—and this is the first part of the story. The next student contiy 


| + Fairy Tales in the “Obligatory Key” 


and : next s ‘ ”AYING HOMAGE Co the game of transforming the cards into a fairy 
story by picking another card. He or she interprets it by illustrating had put aside oral folk tales for a moment. Now | want to return to 
tive development with a drawing or a collage connected to the pre to demonstrate one last technical application. Perhaps | should have 
The game continucs this way until the lase child has a chance, and ad about this before dealing with the “functions” of Propp. Then m 
must bring the story to an end. The result isa long illustrated pan would have been more regular. Bucit has almost b icine 
children on which they can visually re-read their collective storys 4 : sib cat Sees oneal al 
nowadays to introduce some irregularities into a grammar. So, the 
que that I shall now discuss can be wonderfully applied to all the 
of Propp,” and the cards themselves contribute to making the tech- 
more clear. 
Thave shown, within each fairy tale “function” there is an infinite 
ber of variations possible. The technique of each variation, however, 
applied to the entire fairy tale, which in turn can be modulated and 
ed from one conceivable musical register co another. 
fantastic theme can be; “Tell the story of the Pied Piper of Hamlin 
¢ it take place in Rome of 1973.” 
he introduction of this key (or, if you will, ewo keys—of time and 
) obligates us to search for the point in the old tale where we can 
the modulation. It is actually possible to imagine the Rome of 1973 
ed by rats without falling into the absurd. But it would probably not 
productive. Rome is indeed invaded, not by rats, but by cars that 
‘the streets, swamp all the squares and small parks, cover the side- 
‘and rob space from the pedestrians, and prevent children from play- 
them. Thus we have a fantastic hypothesis at our disposal chat 
es a large chunk of reality into the frame of the fairy tale, and it 
st that we can hope for. Here is a part of the composition in the 














































In the book, the game was presented with the title spettaa 
little play that had nor yet been performed. By this time, I hope, 
of children have “changed the cards into a fairy tale” and have pre 
the animators of these games with a sufficient amount of mat 
flection. 

This game scems wonderful to me. It is so wonderful that 1 
invented it myself. But | am not jealous of Franco Passatore and 
T have seen them work in Rome during a festival organized by 
per L'Unita, They know a great number of inventive games and 
niques to excite children that have been tried and tested in 
experiments. For example, they give children three different o 
coffee can, an empty bottle, and a hoe—and then invite the 
invent and act out a scene with these objects, It is almost like 
story with three words, but itis much better, evidently, because! 
offer the imagination a much more solid prop than the words: 
watched, touched, and handled, and numerous fantastic id 
from them. The story can spring from a casual gesture, from 
Moreover, the collective character of the invention is boun 
stimulating effect: diverse experiences, personal memories 
and the critical function of the group enter into play and 

with one another in a creative way. 

The Gruppo Teatro-Gioco-Vita believes in objects. Frequet 
they wane to stimulate the children to draw, they give each child 
ous box in which there is a ball of cotton that smells like 
candy, or something chat smells like chocolate. Inspiration | 
stimulated by smells. 

In the games of the Gruppo the children are simultan 
thors, actors, and spectators of all that happens. The situation 
their creativity at all times and in many different directions. 


is invaded a7 sail here it would be a useful exercise to describe 
on using fairy tale terms, with parking places on the top of Saint 
fer's Cathedral, but we do not have time for this The mayor offer a reward 
own daughter in marriage to any man who can get rid of the cars. A 
Musician appears, similar to one of those who circulate in Rome dur- 
istmas time and play bagpipes. He says he will free metropolitan Rome 
sey Learn the mayor promises that the majority of public places will be 
d for children so they can play there. The mayor agrees. The musician 
ing his song, and the cars start following him from every corner, 
Strict, and suburb, Meanwhile he heads toward the Tiber. The own- 
“rs are in semi-revolt. (In the final analysis, the cars are the fruit of 
» and to destray them is a bad thing.) They manage to convince 
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the musician, and he changes direction and takes a road that 
ground, The cars can continue ¢o be driven and parked, bup. 
ground. Consequently the streets and places above ground are le 
dren, the bank clerks, the fruit dealers, et cetera. 


The Analysis of La Befana 


AK DOWN the fairy tale into “prime factors” with the purpose 
ering the elements to construct new fantastic binominals, we can 
s. process the “fantastic analysis” of a fairy tale character, and it can 
5 us invent other stories using this character. 

+ us take La Befana, known in Italian folklore as the good witch 
ike Santa Claus, delivers gifts (she does so on the night of the 
), She is really not common in fairy tales, but she will do anyway. 
her in this exercise instead of a normal fairy tale witch, we can 
, thar this analysis can be applied to any kind of character, from 
fom Thumb to Ulysses, from Pinocchio to Buffalo Bill. 


th respect to Propp’s functions, we can define La Befana as a “do- 


In the chapter about “Recasting Fairy Tales,” we already cone 
Cinderella in an “interplanetary key” and a Hansel and G 
“Milanese key.” There appear to be no limits co the inventio 
“keys.” In reality they can all be grasped, that is, almost all, « 
category time and space. 

The old fairy tale, tuned in the new key, adapts itself to th 
formance, brings forth unexpected sounds. It can even havea 
we accept, if it is organic and authentic—but we do not have t 
one arbitrarily. 

In a middle school, where the students were required to fe J . So oe i 
traditional bureaucratic approach to Manzoni's 1 prota 2 mn, se eine Coney: 
trothed)—recapitulation of the story, analysis of grammar, 
themes—the students listened with very little enthusiasm to 
to create a new version of the novel in modern dress. Howeve 
discovered the possibilities of the game by improvising and re 
parallels between Manzoni’s peasants of the nineteenth cent 
Italian fascists and German Nazis of the 1930s and 1940s, the: ine of the three prime factors can furnish a creative spark, pro- 


threw themselves into it in a serious way. . ; 2 seisnct 
According to the new key, Lucia concintied to be a Wana that we know methodically how to investigate the possibilities to 


mill of Lombardy. But the chosen period of time—1944, durin zt 
occupation—compelled Renzo, a major protagonist, to join th 
ground resistance to avoid being sent to a forced labor camp in ¢ 
The plague was represented by the Allied bombings of Italy. 
the district, who held all the power and kept bothering Lucia, 
other than the local commander of the fascist “Black Brigade 
Abbondio was always himself, eternally torn beeween the part 
fascists, the workers and the bosses, and the Italians and the fo 
The unidentified man behind the scenes was a great industrialist! 
region, formerly a supporter of the regime, who provided 2 safe p 
refugees and war victims in his villa during the occupation. 

I don't think that Alessandro Manzoni, if he had by 
present, would have had any reason to be offended by the 
students made of his characters. Perhaps Manzoni would have h 
to understand and to develop certain analogies. And he alone 
been able to suggest to Don Abbondio some witty remarks t0 
situation, 


et broom 
sack filled with presents 
worn-out shoes 


ert: inly, La Befana can be divided differently, and one can do as one 
jut, for my purposes, this division into three is sufficient. 


) The broom. Usually La Befana uses it for flying. Buc if we take the 
tout of its usual context, we may ask: What does La Befana do with 
Twelfth-nighe This question, in turn, engenders numerous hy- 


the end of her crip around the earth, La Befana flies to other 
of the solar system and of the galaxy. 

Befana uses che broom ro clean her house. Where does she live? 
she do the entire year? Does she get mail? Does she like coffee? 
read the newspaper? 

ete is not only one Befana, there are many. They live in the coun- 
fanas where che most important business is understandably the 
te of brooms, There is the Befana of Reggio Emilia, the Befana 
» and the Befana of Rome, who all use the brooms. The con- 
n of brooms is remarkable. A Befana who is smart can increase her 
as by continually launching a new fashion: one year it is the mini- 
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Glass is transparent. The glass man is transparent. The th 
head can be read. He does not need to speak to communicate 
tell lies because they would be immediately seen unless he 
would be a bad day in the country of glass men when it becam 
to wear hats—that is, fashionable to conceal one’s thoughts, 

Glass is fragile. he house of the glass man would 
pletely cushioned. The sidewalks are covered with mattresse 
den to shake hands! Hard labor is forbidden. The true doctor, 
is the glazier. 

Glass can be colored. It is washable, et cetera. \n my en 
are four large pages dedicated to glass, and almost every lin 
word whose meaning could be used in the story about glass 
printed there in black and white, next co all sorts of informatio 
chemistry, physics, industry, commodity production, and who kt 
else. But its place in a fairy tale is ensured. 

‘The character made of wood must watch out for fire that ¢; 
feet. It can easily float in water, Its fist is as hard as a stick. [fir 
does not die, The fish cannot eat it. All of these things are @ 
happens to Pinocchio because he is made out of wood. If 
made out of steel, he would have entirely different kinds of ad 

A man made of ice, ice cream, or butter can live only in at 
Otherwise he would melt, His adventures take place beeween # 
and the fresh salad. 

Aman made out of carbon paper will have completely differe 
tures from the man made of marble, straw, chocolate, plastic, 
marzipan. 

In this domain, che analysis of commodity logic and the fanta 
sis coincide almost perfectly. It is not up to me to say that itis 
make windows with glass and Easter eggs with chocolate, but 
fairy tale: it is particularly in this type of story chat the imagil 
between the real and the imaginary in a see-saw manner 
highly instructive, even indispensable, for mastering the real i 
reshaping it. 


always the same adventure, repeated in infinite variations 
dons. In this case, the attribute is not physical, bur is of an- 
generally moral. 
ve the characteristics of Scrooge McDuck—very rich, stingy, 
nd if we take the characteristics of his friends and antago- 
necan casily imagine a hundred thousand stories. The true and 
vention of these “periodical” characters takes place one single 

rest is, in the best cases, variation; in the worst, formula and 
in the extreme, the production of serials. 
the children have read a dozen or a hundred stories about Scrooge 
n exercise that is nevertheless fun—they are perfectly capable 
their own by themselves. Once they have fulfilled their duty 
, they should be placed in a position to act as creators. It is a 
very few people think about this. 

cand draw a comic book is, after all is said and done, much 
if jing than to write a theme about Mother's Day or some “noble” 
at. The comic book affords children the opportunity to create the 
; story, its “treatment,” its design and organization in individual 
9 invent dialogue, the physical and moral characterization of its 
cetera, These are all things that children sometimes do alone to 
nselves, if they are intelligent. And in the meantime they receive 
talian or English at school. 
metimes the principal attribute of a character can be personified by 
et, such as Popeye and his can of spinach, 
Pus invent a pair of twins by the name of Marco and Mirco who 
a about armed with hammers. The ewins can be told apart only 
hammers: Marco's hammer has a white handle; Mirco’s, a black 
it adventures are already predictable, whether they encounter a 
whether they come upon a ghost, vampire, or werewolf. It can be 
ed from the hammers that they will always triumph. They were born 
itfear and inhibition. They are aggressive and ready to fight to the biter 
tinst all sorts of monsters (but certainly with many misunderstandings). 
tention: | wrote “hammers,” not “clubs.” These characters have 
at all in common with two little neo-fascists. 
Strong ideological content of this invention—please allow me this 
8—should not be misleading. It has not been programmed but 
by itself. | once thought of writing something about the owins of 
d Arturo, who named them Marco and Amerigo. | wrote their 
98 a piece of paper, and without realizing it | rewrote and changed 
UM principal characters of this exercise. That is how I got the names 


24 + Piano Jack 


THE CHARACTERS of comic books are not different from our 
or straw men. Each onc follows the logic of the attribute that di 
it from others and that is sufficient to make it continually encou 
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Marco and Mirko, which are more symmetrical, more 
original names. The word hammer (martello)—which arri 
evidently a result of the syllable mar from Marco, partly con 
also partly reinforced by mir from Mirco. In the plural, hamm 
arose more out of a sense of rhyme from twins (gemelli) ap 
(martelli), than out of a logical consideration. This was not 
implicit. This is how I came to the image of the two twins 
hammers. The rest was deduction. 

There are also characters whose names simply “cell” ever 
them. Such are the “pirate,” the “bandit,” the “pioneer,” the “In 
“cowboy,” ct cetera, 

If we would like to invent a new cowboy, we would have to ¢ 
attribute with great care. Or his peculiar mannerism. Or ano 
most emblematic of him. 

A courageous cowboy? That is banal. A bronco buster 
used coo often. A cowboy who plays the guitar or banj 
Let us vary the instruments. A cowboy who plays the pi 
promising. . .. But perhaps it would be better if he carries it: 
ona pack horse. 

Is his name Piano Jack or Billy the Piano Player? He 
with wo horses; he is on the first, and the piano is on the seco 
alone through the Rocky Mountains. Whenever he sets up ¢: 
the piano on the ground and plays a Brahms lullaby or Beethi f 
tions of a waltz by Diabelli. The wolves and the wild boars come! 
to hear him. The cows, in love with the music, give more n 
inevitable encounters with bandits or sheriffs, Piano Jack does no 
pistols. He scares away his enemies by playing some Bach fugues, 
dissonances, excerpts from Bela Barték’s Microcosmas, Et cetera, 


has said ina clear and simple manner what others struggle co 


sue the Soviet psychologist discusses is first of all a mono- 
or paternal, made of tender sounds, of encouragements 
Hie, of small events. From time to time these events spark recogni- 
d surprise. They cause the global response of coddling and the 
ic music of stammering. Above all, from the very first weeks of 
fife, a mother never tires of talking to her infant as if she wanted 
baby in a womb of tender and warm words. She acts spontane- 
ifshe had read what Maria Montessori says about the “absorbing 
‘ofthe child thar co a certain degree internalizes the language and all 
of signals from the outside world through “absorption.” 
He doesn't understand, bur he is contented. So something is happen- 
remarks a mother to a pediatrician who is very rational, This mother 
her child in the crib as she would to an adult. “Somehow he listens 


doesn't listen to you, he watches you. He's contented because 
there and you're taking care of him.” . 
understands something, and something happens,” responds the 


en to associate a voice with a face is work; it is che fruit of an el- 
rary mental activity. By speaking to a child who is not yet able to 
stand her, the mother still does a useful ching not only because she 
him her company, her protection and warmth, but also because she 
his hunger for stimuli. 
maternal discourse is often imaginative and poetical, causing the 
g and feeding rituals and the change of diapers to be transformed 
a game for two, accompanied by inventive gestures. 
m certain that he laughs when I put his little shoes on his hands 
of on his fect.” 
Asix-month-old child amused himself a great deal when his mother 
led to stick a spoonful of food in her ear while feeding him. With 
joy and excitement, he demanded the repetition of this scene. 
Some of these games have been institutionalized within our Western 
tion. For example, when feeding cereal to an infant, it is most com- 
fo encourage the child to take another spoonful for the aunt, the 
dmother, et cetera. But this custom is not completely reasonable, as | 
KI can demonstrate with the following dicry: 


Spoonful for mama, 
Spoonful for papa, 


25° Eating and “Play-Eating” 


“THE DEVELOPMENT of the mental processes,” wrote L. S. Vyge 
Thought and Language, “is initiated by a dialogue from the words 
tures between the child and the parents, Autonomous thinkin 
when the child is first capable of internalizing these conversations 4 
stituting them within himself or herself.” 

After having discarded many other quotations, I chose this 
gina brief series of observations about the “household imagination, | 
takes its impetus from maternal discourse, because it seems to ™ 
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A spoonful for grandma 
Down in Alabama, 

A spoonful for auntie 
Who lives in Miami. 
Oh, poor little baby 
With aches in your belly. 


Stories at the Table 


eR who pretended to put a spoonful of food into her ear used 
essential principles of artistic creation without knowing it. She 
4” the spoon from the world of banality and thus gave it a new 
orattribute. Children do the same thing when they use a chair to 
ain, or transform a toy car in the bathtub into a ship, or assign a 
the role of an airplane. This was exactly what Hans Christian 
did when he turned a needle and a thimble into characters who 
certain adventures. 
es for the smallest children can be invented by animating che ob- 
hat can be found at the table or on the high chair when ir is time to 
ind if I add some examples here it is not because | want to teach 
sts how to be mothers, God help me, but because one should never 
ything without providing a demonstration. This is why | offer the 
ng few examples for analysis: 


But the child cakes part freely in this game, at least to 
because it catches his attention, populates his meal with 
becomes almost like a “royal déjeuner.” Indeed, the game gives 
significance to the act of eating and frees it from the routine 9 
notony and obligation. Eating becomes an aesthetic fact, ap 
ing, a meal recital. Likewise, the act of getting dressed 
becomes more interesting when it takes the form of “pl 
dressed and undressed.” Here | would like to ask Franco 
or not these games would fit his definition of “theater-play- 
have his telephone number. 

‘The more patient mothers have the means to ascertain d 
of “playing at... .” One mother told me that her child had 
quickly how to button her clothes by herself because she rep 
her child the story about “Little Button” while butconing 
clothes. This story is about a little button who searches for its 
and keeps going into the wrong house, but then it is extremely’ 
it finally succeeds in slipping into its own home. Of course, 
also used the word “little door,” contributing to a certain cond 
use of the diminutive that should be avoided whenever possib 
process is wonderful and significant and says a great deal aboutd 
tance of the imagination in educating children. 

It would be wrong to believe, however, that the story of d 
would keep its fascination if written down and published. Ic is pi 
precious “family lexicon,” if | may borrow this term from Natalia’ 
Ic would no longer have any sense for che child if she were to 
in a book, after she has known for some time how to button herd 
herself, and when she is beginning to ask for more substantial ad 
from printed books, 

It seems to me that a closer analysis of the “maternal discou! 
dispensable for those who want to invent stories for the tiniest 
even tinier than Little Tom Thumb. 


he spoon. The mother's “incorrect” gesture gives rise to others, The 
not know where to go. It heads for the eye. It attacks the nose 
ents us with a binominal spoon-nose, that would be a shame to 
*Once upon a time there was a man with a spoon-nose. He could 
it soup because his spoon-nose could never find his mouth, . ..” 
we play with the binominal and vary the second term, we come up 
er-faucet-nose, pipe-nose, lamp-nose. . . - 
man had a water faucet as a nose. It was very comfortable. Instead 
ng his nose, he opened and closed the faucet, One day the faucet 
todrip. ...” (In this story, the child re-encounters some of his own 
and can laugh about them. The relation that one has to one's 
is not always casy.) 
Aman had a pipe-nose, He was a heavy smoker, . . . There was once a 
p. It turned itself on and off. It provided light at the table. When- 
Sneezed, it blew a bulb, and one had to change it... ." 
the spoon gives rise to these stories about the nose that obviously 
‘esting psychoanalytical backgrounds (and that is why they can 
more directly than we think), it can become an autono- 
laracter, It walks, runs, and jumps. It has amorous adventures with 
IK. Its rival is a terrible knife. In this new situation the fairy tale as- 
Sa double aspect: on the one hand it follows, or provokes, the real 
of the spoon as object; on the other hand, it creates a Mr. 
whom the object is reduced to a mere name with its one virtue of 
Mr. Spoon was very tall, exceedingly thin, and had a large head 
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The Grammar of Fantasy A Journey around My House 
that was so heavy he could nor stand on his feet. It was mor 
for him to walk on his head. Thus he saw the whole world y 
and his ideas were always mistaken. .. .” The animation of 
to personification, as in the tales by Andersen. 


wrote this story. Is it useful? I believe so. Children play “the 
” themselves, when they close their eyes. [t enables them 
to things and to separate appearance from their existence. 
becomes extraordinarily important right at that moment in 
[look at it, I say, “the table no longer exists.” It is as if | were 
ir for the first time, not to see how it is made—I know that—but 

ive that it is, that it exists. 
convinced that children begin to intuit this relationship berween 
id not being very carly. Sometimes you can surprise children as 
eyelids sink in order to let the things disappear, and then they 
jn order to see them reappear. They repeat this process patiently. 
osopher who investigates the question of Being and Nothingness, 
capital letters that these respectable and profound concepts de- 
docs not do anything substantially different chan continue that 


Is game at a highcr level. 


The saucer. If the child is left alone, he or she will spontan 
a symbolical use, such as transforming an object into a 
Why should we forbid a child to do this? So what if every now. 
child breaks a saucer? It is better if we, who know more, woul 
intensifying the game. 


the factory. . .. What should it say co them? Whar will they 
stand up, accompany the “flight” (with the hand) of the pla 
room while it approaches a window, flies through a door, 
returns with some candy or with a licele surprise to be unw: 

The saucer is an airplane. The spoon is the pilot, It flies 
lamp as if it were flying around the sun. It takes a trip arou 
Irs enough simply to provide the word. . . . 

‘The saucer is a turtle, ... Iris asnail. The cup is its 
I'll leave the cup for readers to use for their exercises.) 


A Journey around My House 


Fis A TABLE for a one-year-old child apart from the use that adults 
ie It is a roof. The child can squat beneath it and feel like the 
of the house—of a house made to measure not so large and terrible 
shouse of the grown-ups. A chair is interesting because it can be 
back and forth and one can measure one’s own strength by doing 
chair can be turned over and dragged, and a child can climb on 
The chair can be beaten if it maliciously hits you on the head: 
chair!” 
tus, the table and the chair are consummate objects and almost 
We use them automatically, but children regard them as materi- 
A ambivalent and multi-dimensional nature co be explored for a 
- Here, cognition and narration, experience and symbolization, 
: nd in hand. While children learn co become familiar with the sur- 
these things, they do not stop playing with them, Nor do they stop 
ing hypotheses about their value and making imaginative use of 
itive elements that they themselves have conceived. Thus, they 
lat when you open a faucet, water will ran out, and this notion 
Part of their knowledge. But this does not prevent them from believ- 
Provided that this is the case, that “from the other side” thete is a 
Who pours water into the Pipe so thar it can come out of the faucer. 


The sugar. \f we break down the sugar into its primary 
white, sweet, and like sand. It offers us three ways of inventi 
to its color, taste, and form. While | was writing “sweet,” 
thought what would happen if there were no more sugar in the 
the sweet things would immediately become bitter, The grap 
would want to drink her coffee, but it would be so bitter chat she 
that she had pur sale in it instead of sugar. A bitcer world. It is 
of an evil magician. A bitter magician, (I am offering this 
first person who raises his or her hand.) 

‘The disappearance of the sugar permits me to insert 
this without parentheses to give it the right emphasis—a hint ab 
cess that I shall call che “fantastic subtraction.” It consists in m: 
objects of this world disappear one after the other. The sun disa, 
longer shines. The world is always dark. ... The money di 
stock market is in chaos. ... The paper disappears, All the vegeta 
in paper begin rolling on the ground. ... Object after object is 
until we arrive at a completely empty world, a world of nothii 


Once upon a time there was a little man made of nothing. He 


street of nothing that went nowhere. He met a cat made of not 
whiskers of nothing, a tail of nothing, claws of nothing. - 
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The Grammer of Fantasy A Journey around My House 
associate the child's animism and artificialism with the sources of 
n without fear of introducing or reinforcing “mistaken” explana- 
the contrary, I think that in some way the “animistic” fairy tale 
‘0 the child way that “animism” is not a solution. At a certain 
fairy tale that personifies the table, the lamp, and the bed will 
lar, in the symbolizing mechanism, to the game in which the 
yas imaginative control over things—a “doing as if” which does not 
ethe child to respect the properties of the objects. It will be up co 
d to conceive the opposition of “real versus imaginary,” “really true 
g true for the game,” that permits him to grasp reality. 

p) I shall reflect upon the actual features of the child's “journey 
d the house,” which is much different from my journey during 
lildhood. 


The child does not know the “principle of contradiction.” Th 
ascientist, but also an “animist” (“naughty chair!”) and “artificialis 
is a man who pours water into the pipe”). These characters live tp 
the child for a good number of years in varying degrees, 

A question arises from the evidence: Are we doing a go 
telling children stories in which the protagonists are household g 
do we risk encouraging them in their animism and artificialism: 
of their scientific spirit? 

1 ask this question more from scruple than concern. Playing wi 
enables one to get to know them better. And I do not see any 
ing the freedom of play because that would be like negating the} 
and cognitive function of play. The imagination is not a “bad wo 
feared, or a criminal who must be constantly persecuted and cg 
trolled. Ic is up to me, from time to time, to understand whether 
child at a given moment desires “information about the faucet 
“to play with the faucec’” in order to obtain information to be 
her way. 

This premise has enabled me to deduce some useful princi 
riching the dialogue with children about houschold objects: 












is a point that is worth developing. 
electric light, gas, celevision, washing machine, refrigerator, 
cleaner, hair dryer, mixer, and record player are only some of the 
ts of the domestic landscape that the child of today knows, and thar 
ery different from those of the grandfather who grew up perhaps ina 
ekitchen between a stove and a water bucket. These new things tell 
ren about a world full of machines. On all the walls there are sockets 
fitches, and no matter how well children know that they should not 
mem, Parents cannot command them not to reflect about human 
; and their force, about their powers that ignite lights, and cause 
to hum and ruscle, chat transform hot into cold, raw into cooked 
ta. From the balcony, children see cars, helicopters, and planes piss 
teh among their toys are machines of every kind that imitate on a 
fale those in the adult world. 
























1) To begin, I must take into account that the first adver 
child, as soon as he or she is able to get down from the high 
out of the prison of the “playpen,” is the discovery of the 
ture and machines that populate it, their forms and their uses, T 
vide children with the material of their first observations and fe 
they will use to form a vocabulary that functions as indices of the 
which they are growing. Within the limits that the child sets 
I shall tell him or her “truc stories” about things, without forg 
to a great extent—these “true stories” will sound co the child lik 
verbal chain, a point where the imagination can apply itself, n to children fifty years ago. i : 
nor less than the fairy tale, If 1 say where water comes from, be heard. The dal pga see oe ps mapa 
source, basin, pipe, river, lake, et cetera remain suspended in the: 3 ‘ ‘ ere are sounds, 
ing the search for an object until the child has seen and tow hatieradisallyts 
indicated, It would already be better if | had a complete series off it, and the words must be absorbed 36d stoi oh one 
albums at my disposal such as “Where docs water come from? be deciphered that must be approached with cauti sie et added 
does the table come from?” “Where does the glass iow motmation one already possesses, ee 
and other similar books that would at least demonstrate the for p_ Picture that the child of t i . i 
But such albums do not always exist. A “literature” for child stely different from that ty Se eet rs 4 we nba, 
to three has not yet been studied systematically or produced. I ; cs separate them. The child's experience ps him in 3 ~_ 
come about through sporadic intuition. Perform diverse kinds of operations, perhaps even mental opeitiaa 












6s 





















































The Grammar of Fantasy The Tay as Character 
gh we must take the nature of the object into consideration, 
not prevent us from making a more arbitrary use of it, and from 
Jesson from the child, who assigns the most incredible roles to the 


more complex than those of the father. It is difficult to prove 
tainty because we lack the required measurements for compari 

In addition, the household objects provide information 
terials with which they are made, the colors with which they ; 
ihe Forres in wake they bal designed (bya cern nes) because ic was running to catch the bus, It was very late and the chair ran in 
exist anymore). “Reading” these objects, the child learns oe 4 
from them than the grandfather learned “reading” an oil | TI skipping on its four legs. All of a sudden it lor one of the ees aa 
f ne grandf 8 amp. 4 dangerously. Fortunately a boy who was passing by was quick to 
insert themselves into a different cultural model. jt up and place it back on the chair. And while he was replacing the leg, 

“The great-grandmother cooked baby food for the grandfad e poy recommended, “You shouldnt run that way. There is plenty of time, 
the large industrial company that prepares the baby food for the gi life is short.” “Young man, let me loose, Don't make me miss the bus.” 
dren, who become involved in the sphere of this industry be 4 the chair began to run again, faster than before. Et cetera. This chair was 
leave the house on their own feet. teacher, and he taught parrots how to speak. Et cetera. 

‘Thus we have much more material at our disposal co fab . 
and we can use a richer language. The imagination is a functi 
ence, and the experience of the child of today is more exte 
of the child of yesterday. (1 don’t know whether I can say more int 
that is another matter.) 

Ac this poine it would be superfluous to give examples, 
according to its nature, offers basic material for a story. Even T 
some stories on the clothes rack of the imagination, For exan 
invented a Prince Ice Cream, who lives in a refrigerator, | havi 
character, one who was too attached to the television, jump inte ¢ 
[have arranged a marriage beeween a young man, who previousl 
in love with a red Japanese motorcycle, and a washing machin 
conceived a magic record that compels listeners to dance, and The Toy as Character 
are dancing, they are robbed by ewo crooks, et cetera. 

It is, I think, important to begin using objects with the sma 
dren, who already have an intimate and special relationship 
example, the bed, Children jump on the bed, play around thet 
everything they can so as not to go to sleep. They hate the 
bedtime, for they must interrupt some important work to g0 0 
project this refusal onto the object, then we get: 


‘The story of the bed chat refused co let the child sleep. ‘The bed t 
jumped on the ceiling, ran to the staircase landing, and fell 
the pillow wanted to lay at the foor of the bed and not 
head... . There is a motor bed that travels in distant counties 
hunt crocodiles... . There is the talking bed thar tells many 
the stories is the one about the bed that refused to let the & ik 
cetera. 


stories can be used at certain moments such as mealtimes and 
and they do not necessarily have to obey the iron laws of the 
, but rather those of improvisation, which are more flexible. 
rean be cues, fragments, zigzag stories, which begin and do not end, 
pvertake one another, and do not remember what they do, like mon- 
zoo. In sum, these stories have the character of the games that 
play, which are hardly ever complete but more frequently assume 
rm of a book that wanders among many stories, scattered with ob- 


are picked up, dropped, picked up again, and lose along the way. 


THE WORLD of toys and the adult world there is a relationship 
iguous than it would seem at first sight, On the one hand, toys 
ant O existence “through decline,” on the other, through conquest. 
things that were at one time important in the adule world accept 
reduced to toys so they do not vanish when their time has passed. 
bow and arrow, having ceased to count on the battlefields, re- 
hemselves co becoming instruments of play. Masks, under our very 

lopped playing their role in the adult Carnival celebrations and be- 
= Monopoly of children. Dolls and spinning tops were sacred and 
tic objects before they had to settle for becoming toys for children. 
fn more banal objects can fall from their daily pedestals. An old 
alarm clock, reduced to a toy, can also experience this decline as 
8tion. The trunks forgotten in an attic and then discovered with 
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The Grammar of Fantasy The Tay as Character 
their hidden treasures and returned to life by children, have ¢f 
risen in our estimation? 

‘Thanks to the imagination of children, things, animals, and 
become toys by virtue of the changes the children make. Various arp 
and professions become play. Certainly, the toy industry ma 
small trains, cars, doll clothes, and chemistry sets for the “little seig 
an incessant process to make the adult world into a mini: 
does not forget to include mini-tanks and mini-missiles. But d 
the child to imitate the adult is not an invention of industry. [tj 
ignorant demand. Rather, it is part of the child's desire to grow, 

The world of toys is thus a composite world. As such, it also 
the attitude of the child toward the toy. On the one hand, dl 
the world's stimulations, learning how to use the toy for the intend 
and discovering all the other ways that it can be put to use, Ond 
hand, children use it as a means to express themselves, almost as ? We know only—because patient scientists have proven. it 
entrusting it to represent their personal dramas. The toy is the wr experiments—that boys tend to construct things in a vertical way; 
they want to conquer and with which they measure themselves (h ‘on the other hand, tend to enclose a space. Such a connection be- 
impulse to take the toy apart to see how it is made; or to destroy it) the structure of the imagination and one's biological structure is for 
is also a projection, an extension of the self. ay people fascinating and at the same time incredible. But it amounts 

The girl who plays with her dolls and with cheir trousseau little with respect to what one would like to know. 
furniture, utensils, plates, cups, electrical houschold machines, ang ting stories with toys is almost natural. It is something that comes 
ture homes and villages, recapitulates in the game all her know ut almost by itsclf if one plays with children. The story is nothing but 
domestic life, and she practices how to handle objects, to take thet tension, a development, a joyous explosion of the toy. All parents are 
and to put them back together, to assign them a space and a role, Bt re of this if chey have found the time to play with their children and 
same time, she uses the dolls for dramatizing her own telatio dolls, blocks, or little cars. This kind of activity is something thar 
necessary, her conflicts. She scolds her doll with the same words be obligatory for every parent—and, certainl: entirely possible. 
she has been scolded by her mother, in order to project on it ny When adults play with a child, they have an advantage because they have 
guilt she may have. She fondles and caresses it to express her need | of experience. Therefore, they can create more space with their 
tion. She can select one doll to love and hate in a very special Wa tions. This is why children like to have parents as playmates, For ex- 
doll embodies her litle brother, whom she envies, As Piaget if they construct something together, the adult has a better idea of how 
these symbolical games constitute an “authentic way of thinki late proportions and how to balance things. The adult possesses a richer 

Often, during the game, the child has a monologue, nat of forms to imitate, et cetera. The game is enriched, gains in organi- 
events of the game to herself. She animates the toys, or turns a¥ and duration, and opens up new horizons, 
them to follow the echoes of a word or something that she has $ Peint here does not concern playing in place of the child, who 
remembered. relegated to the humiliating role of spectator. Bur it concerns how 

Apart from certain highly perceptive observations made by "can place himself or herself at the child's service. lt is the child 
De Bartolomeis about the “collective monologue” of children mmands. The adule plays with children in order to stimulate their 
together in a daycare center—together, in a manner of speaki fo invent things, to place new instruments in their hands so thar 
each child plays for himself or herself, and they do not have a Use them when they are alone, and co teach them how to play. 
with cach other, but they each have a loud monologue—it app talk during the game. One learns from the child to speak to the 


the monologue of the child at play has never been studied the way it 
mves co be. | think that a study of this kind would cell us many things 
ethe relationship between child and toy chat we still do not know, and 
jd be most essential for a grammar of the imagination. | am certain 
due to our lack of attention hundreds of inventions have been irre- 
lost. 

How many words does a child who plays with building blocks pro- 
ce in an hour? Whar kind of words? To what degree do the words 
gin to the project, the strategy, and the tactics of the game, and to what 
eedo they diverge from them? What pieces unexpectedly become char- 
s, receive a name, begin to act on their own accord, and have personal 
ures? Whar associations of ideas are revealed in the course of the 
e? What significant hidden secrets could we attribute to the gestures, 
of symbolization, and distribution of each piece, if we pay careful 
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The Grammar of Fantay Marionettes and Puppets 
from the theater to the world of games. This is a history that 
before our very eyes. Who in Italy has resisted the decline 
ned the tradition of this extraordinary form of popular theater 
n Otello Sarzi and a few collaborators? 
no Dolci, who worked for a long time with Sarzi and who wrote 
b practical handbook, / burattini—strumento pedagogico per la 
pppets—Pedagogical Instrument for the School) for the cultural bu- 
try of Reggio Emilia (Where else in Italy could this happen!), 
din the following way on the decline of puppets: 


pieces of the game, to assign them names and roles, tor 
into an invention, a gesture into a story, using what Jer 
Knowing: Essays for the Left Hand) calls “the liberty to bed 
object.” But also, one learns—just as the child does—to en 
with secret messages because they tell the child how much 
her, that he or she can count on us, that our strength is the 

Thus a “little theater” originates in the game in which 
and mini-crane, the little houses and the little machines 
relatives take the stage, and fairy tale characters appear and 

In this game the children and adults can also become bored 
restricted and limited to its technical role, is rapidly explored 
exhausted. Changes of scenes, sensational scenes, and leaps inte 
that favor discovery are all necessary. 

Adults who are open-minded will not become tired of | 
essential principles of “dramatization” from the children. And th 
to adults to raise this dramatization to a higher and more sti 
than the little inventor can with his or her powers chat rei 
limited. 


he role that these puppet theaters had in popular culture was very impor- 
‘and if one leafs through the titles of the texts of plays still being pro- 
wed at the beginning of the twentieth century, it is astounding to see the 
t spectrum of interests that they served, We find texts treating biblical and 
ogical themes, adaptations of famous theatrical and literary works from 
er the world, historical plays, comedies with social, political, polemical, 
ical, and topical references, et cetera. 

































fortunate one time to see an adaptation of Aida for marionettes. 
other hand, the only “important” puppet play chat | can remember 
degli Almieri, or The Person Buried Alive, with Gioppino the Grave 
I remember it because | saw it one evening when I fell in love with 
from Cremona. | don’t remember her name because it was long be- 
ay first real love, which one never forgets. 

larzi and his friends have done a great deal for puppetry. Buc I believe 
he most important thing they accomplished was that they began go- 
0 schools not only to perform with puppets, but to teach children 
ake their own puppets and how to move them, how to construct 
s, {0 prepare the sers, the lights, the musical accompaniment, to direct 
etform. Mariano Dolci has a beautiful beard like the Fire-eater in 
As soon as the children sce it, they understand that they can 
& something extraordinary from him. Mariano takes some round 
tons from a sack and teaches the children how to pin noses and 
them, to draw mouths, to invent characters and bodies for them, to 
» and to slip one’s finger inside. . . . 

the daycare centers of Reggio Emilia, the puppet theater is a perma- 
ure in the room. At any time, a child can disappear in it, take his 
Me puppet, and put it to work. [f another child arrives, then ewo dif- 
Stories are performed at the same time. The two children can decide 
MY together and take turns: the first is puppet A who takes the stick 


MS puppet B. Then B hits A. There are children who speak only 


29 + Marionettes and Puppets 


WITHOUT BEING PRECISE, the term fittle theater in the last 
luded to marionettes and puppets. Here they will take center 
son, those fascinating little people, But I shall not add amy 
vague definition, for it would never occur to me to compete 
and Kleist, who wrote remarkable essays about their own 
them. 

I was a puppeteer three times in my life—as a child in an 
neath the stairs with a window built to serve as the opening for th 
ateacher for my pupils in a village school on the banks of Lake 
remember that one of the children, when he went to confess 
entire confession with questions and answers in his notebook, 
called “Open Diary”); and finally as a grown man for some wet 
audience of farmers who gave me gifts of eggs and sausages. 
most wonderful profession in the world. 

If one disregards che philosophical details concerning matio 
puppets, we can see that they came to children through a double 
Their most distant ancestors are the ritual masks of primitive 
first fall was from the sacred to the profane, from ritual to the 
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Since I have never had any experience in this, I do nor pid | also see elephants?” 
degree children can accept a marionette representing them, 
names, acting for them in the puppet theater. It may be that chi 
accept the game as they accept the story in which they figure as 
nists, But it may be that they would reject an identification 
public and because it is with an object that is exact, visible, 
Children, too, care about their secrets. (Auch Kinder haben G 
(Children, Too, Have Their Secrets\ is the title of a book publishe 
Stempel and Martin Ripkins.) 


is way scems better to me. The game becomes much more fruitful if 
iro put children in delightful situations, co lee them accomplish 
orable deeds, and to present them with a future of fulfillment and 
told in a fairy tale. | know quite well that the future will not be as 
fal as it is in a fairy tale, Buc that is not what counts. When they are 
children must stock up on optimism and trust for the challenge of 
d then, we must not underestimate the educational value of utopia. 
did not trust in a better world despite it all, what would make us go 
he dentist? 
If the real Charlie is afraid of the dark, the Charlie of the fairy tale 
at all afraid of it. He did what nobody had courage to do. He went 
re nobody dared to go. . . . 
this type of story the mother portrays the child's own experience 
person objectively to chat child. She helps him to clarify his position 
ing things and co grasp the situations in which he plays a central role. 
n order to know oneself one must be able co imagine oneself. 
le point here is not to encourage children to have empty fantasies (if 
ecept—and this is not conceded by psychoanalysts—thar there can be 
ha thing as absolutely empty fantasies chat do not refer to anything 
fantial), but co give children a hand so that they can imagine them- 
sand imagine their own destinies. 
lic was a shoemaker and made the most splendid shoes in the 
d, He was an engineer and built the longest, highest, and sturdiest 
és in the world.” 
three years of age, at five years, these are not “forbidden dreams,” 
are indispensable exercises. 
in order to ring more “true,” stories with the child as protagonist muse 
nitely have their private side. A certain uncle of the child or a certain 
or Must enter the story, and it cannot be someone else. At key points 
4. Oty the places must be places that the child can recognize. ‘The 
=, Must be loaded with familiar allusions. It is, therefore, uscless to 


de models. 


30 + The Child as Protagonist 


“ONCE UPON A TIME there was a boy who was called Charlie.” 

“Like me?” 

“Like you.” 

“It was me.” 

“Yes, it was you.” 

“Whar did I do?” 

“That is whac I'm going to tell you now.” 

In this classic dialogue between a mother and son, there is 
explanation for the wonderful tense in Italian called the “imperfeet, 
children use to begin a game. 

“I was the guard, and you escaped.” 

“You cried out. .. .” 

Icis like a curtain that opens when a play commences, In mj 
the use of the imperfect tense originates from the beginning of f 
“Once upon a time there was, .. .” But there are other explan: 
the imperfect tense, and I refer you to the notes at the end of this! 
“A Verb for Playing”). 

Most mothers tell stories in which their child is che prota 
corresponds to and satisfies the child's egocentrism. But the m 
a purpose that suits their own didactic goals. 

“Charlie was a child who knocked over the salt... who did 
to drink milk .. . who did not want to go to bed... .” 

It is a shame to adopt the imperfect of the fairy tale and g 
purpose of warning and intimidating children. [t is almost like 
gold watch to dig holes in the sand. 

“Charlie was a great traveler. He aveled around the world : 
monkeys, lions. . . .” 
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"Taboo" Staries 
The Grammar of Fantasy 


Frequently, older children also like to be part of stori 
their names are involved. When I went to schools co tell sto 
gave characters the names of the children who were listening 
changed the place names and used places that the child 
names reinforced the children’s interest and attention becau 
lated the mechanism of identification. 

And this mechanism—which is always present in every 
spectator, or TV viewer—is what permits the introduction 
into the story with the certitude that they will arrive at th 


1 how important it is for the growing child to learn how to 
ie or her bodily functions. Psychoanalysis has teuly rendered usa 
. reaching us that there is intense and delicate emotional function 
with this control. Aside from this, every family is confronted a 
ith the phase in which the child has very special relations to the 
Es, the family members are drawn into the rituals accending 
And there are threats if the child doesn't “go.” promises if the 
i des to “go,” rewards and praise if he or she has ‘gone. And whar- 
child produces after he or she has “gone” is proudly displayed as 
his or her skill, There are attentive inspections, conversations 
‘adults about the meaning of certain signs, consultations with the 
sephone calls to the aunt who knows everything. Ic is, therefore, 
ll astonishing if, in the life of the infant, the potty and whatever is 
to it assume an almost dramatic meaning for years Co come. Bur 
salso filled with contradictory and mysterious associations. Indeed, 
anot speak freely about such an important thing, much less joke 


31 + “Taboo” Stories 


' PERSONALLY find it useful to tell co children a certain gro 
stories, but other people would wrinkle their noses at them, 
fepresenc an attempt co have a discussion with children about 
interest them intimately, buc which traditional education gen 
to thar class of things about which “it is better not co speak.” Th 
the bodily functions and children’s sexual curiosity. Of course, 
tion of “taboo” is polemical, for I am calling for the breaking 
I believe that we must be able to speak about these things 
freedom not only in the family but in the school, and we sh 
use scientific terms, because people do not live by science 
know the troubles that some teachers have—whether in kinder 
ementary, or middle school—if they want to bring the children 
themselves bluntly, to free themselves from fears, to defeat 
sense of guilt. The part of public opinion that respects che tal 
to make accusations of obscenity, to have the school authorities! 
and to wave the rules and regulations manual in their hands. 
dares to draw a nude, male or female, with all parts of the b 
does not take much before stupidiry, cruelty, and fear of sex 
against the child's teacher. But how many teachers recognize 
of their pupils to write the word shit, if it is necessary? 

In this respect, popular folk tales are sublimely above hypoet 
kind. In cheir narrative freedom, these tales do not hesitate co ms 
whatis called scatological vocabulary to provoke laughter consi 
cent, to report clearly about sexual relations, et cetera. Can we ap} 
this laughter in a manner so that it is not indecent but em: 
honestly believe we can. 


dults want to say that something is not good, should not be touched 
ed, they say that it is “shit.” Around this “shit,” a world of things 
and these things are suspicious, prohibited, and perhaps sinful. 
, worries, and nightmares arise. Without knowing, it, adults carry 
ings inside themselves like mysterious objects in a forbidden room, 
can at least search and find compensation in the comical aspect of 
‘stories, the obscene, and the forbidden. Indeed, adults are even more 
din the repertory of the jokes that are not to be told in the presence of 
en, and that sales representatives spread from city to city and country 
ntry, just like the merchants of long ago used to spread stories of 
tlous events or legends of the saints. Children are forbidden to enjoy 
iughter evoked by these stories. But, in fact, children really have more 
lof this than adults. - 
ere is nothing like laughter co help children defuse tension and to 
B about balance in their lives, ro leave the prison of disturbing impres- 
Sand neurotic theorizing. There is a period during which ic is almost 
ite for adults to invent stories about “poop,” “potty,” and other simi- 
things, for children and with children. I have done this. | know many 
Parents who have done this, and they do not regret it. 
Mong my memories as a father without taboos—at least in this respect— 
ate many rhymes and songs about these themes that I have stored up and 
sed with the children of my relatives. We sang songs in the car—I 
Mt know what the conditioned impulse was—Sunday mornings (in the 
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, Peter and the Putty 
evening the children were too tired to sing). If | were not 
oner of conventions, as we all are, I would have included 
my collections of children’s thymes, I believe that only 





into a horse and flees to the marshes of Maremma, followed by his 
, (Unfortunately | do not remember the end of this story that takes 
ic dimensions, nor do T feel like inventing one on the spur of the 


Car trips had a direct infl ; a ) 




















day | write down this story, I shall consign the manuscript to a 
indicate that it should not be published until the year 2017, 
concept of “bad taste” will have undergone a necessary and inevi- 
olution. By that time it will be considered “bad taste” to exploit the 
others and to lock up innocent people and children in prison. 
, instead, will be free to think up truly educational stories, even 
t “poop.” ; ' 

In daycare centers, in which children are really free to invent stories 
o talk about things that count, they go through a phase in which they 
use of so-called bad language in an aggressive, almost obsessive man- 
story in the next chapter documents this phase. It was cold by a 
ear-old child in the Diana Daycare Cenrer in Reggio Emilia and was 
ibed by the teacher, Giulia Notari. 


, he is compelled by mi 
thing that he touches into ep ad the hea a 


his car... 


This little story has nothing speci i 
school, the children often ask ae ier eet ay 
creep into the classroom. The children wan at mal 
word poop, letter for letter, 
very clear thar the poor chi 
feelings and to Pronounce ¢) 

























7 . el” had fulfi 
nat was considered decent was 

extteme, and thereby all che ap Bressi on 

be interested, the plot was as lien “echoed, Roti j 


+ Peter and the Putty 


One time Peter was playing with some putty. A priest passes by and asks him, 
*What are you doing?” 

“I'm making a pricst like you.” 

A cowboy comes by and asks, “What are you doing?” 

“I'm making a cowboy like you.” 

An Indian passes by and asks him, “What are you doing?” 

“I'm making an Indian like you.” 

A devil passes by, and he was good but then he becomes bad because 
Peter throws “poop” at him. The devil cries because he was covered with shit, 
But then he becomes good again. 


In Tarquinia certain incidents ofa 
from a balcony and almost kills a pedestrian, Another day the 


ree Pe and damages a car. . .. All this always happens 
house, ways at a certain time. Is it magic? | i 

| . a Sees agic? The evil eye? 
investigation, in discovering that the d 





particular kind occur. One day a 












What is most striking in this splendid story is the use of scatological 
nuage in an emancipatory way. The child, who is in a position to express 
If without fear of censorship due to the non-repressive surroundings, 
® quick to make use of this freedom for his own purposes—thar is, co 
orcize the sense of guilt connected with his bodily functions. The point 
«Concerns the “forbidden words,” which are “not good,” which one is 
Rot supposed co say,” according to the family values, If one pronounces 
4 ot Words, then this act signifies a refusal to submit to repressive stan- 
Mards and a desire to turn the sense of guilt into something ridiculous. 






then other groups, 
ts, Intrigues and a 

















'o write a scientific study that willl 
rdy purge of his own system he is tf 
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Peter and the Putty 
The Grammar of Fantasy 


“what are you doing? 

i'm making a priest like you. 
What are you doing? 

m making a cowboy like you. 
A. What are you doing? 

’m making an Indian like you. 


grows into a more “daring” adult name that testifies to the g 
scendo”) security with which the child's imagination handles ity 
self-confidence of the child grows with free expression, 

Moreover, in this particular child it is possible that the % 
something to do with his musical inclination. There are clues 
choice of words as well as in the structure of his story. 

Notice the use of the initial letter p (or fully in P majo 
passes by, poop, priest. What is this predilection? Is it the word 
appears each time and each time is rejected? There may be sor 
this. But it may also be that it is the ear that insists on this alliters 
simple musical theme—that it is really the p that makes the "p 
“pass by” at first. In sum, first it is the sound, then the chi 
happens many times in poetical processes (reread this last phr: 
see me carried away by p...). 

Also the expression good devil demands an explanation, alt 
psychologist might not feel it needs one, In my opinion this go 
nor the child's original invention but the echo of conversations in 
ily, the memory of a popular metaphor that defines a good devil 
hearted person, modest and incapable of doing any evil. The chil 
have heard this expression at home and retained it, but he interp 
literally, though not without some confusion and perplexity (“ 
is bad, how can he do good?"). However, the creative Process can 
nurtured in the poet by such confusion and ambiguity, as i 
child or in anyone. The little narrator took the metaphor and 
terms in it: “good devil.” The parallel with the musical process | 
again apparent. 

As far as the structure goes, the story appears to be divided int 
distinct parts, each having a three-part rhythm: 


he second part is faster and more animated with its non-verbal bur 
clash between the child and the passerby, the devil. / j 
scan andantino then an allegro presto. There is an instinctive sense o} 

n that clearly presides in this configuration. - 

ust report here, more from scruple than from necessity, about an 
n that I heard made against this story. In the encounter with the 
the putty is no longer present, and this would seem to deprive the 
ry of logic and the conclusion of the soothing harmony that everyone 





But none of this is true. The putty and the poop are the same. The 
d could have explained later that the putty Peter threw on the devil 
ally seemed to be something else and that the devil, in his ignorance, 
it for something else. But that explanation would have scemed 

t pedantic. waited 
The child condensed the ewo images: his imagination condensed them 
rhim according to the law of “oneiric (dreamlike) condensation, which 
We already discussed. There can be no mistake. The logic of the imagi- 
tion can be declared as fully satisfied. , 

Itshould be clear by now that the story is made up of diverse parts: the 
ords—their sounds, their meanings, their unexpected relations; the per- 
al memories; the surfacing of the unconscious; the pressures of the cen- 
Everything is combined in a process that has provided the child with 
satisfaction. The imagination was the instrument, but the entire 
Metsonality of the child was involved in the creative act. 

Unfortunately, in judging children’s creative work, the school com- 


First Pare 
1) the priest 


2) the cowboy y restricts its attention co the level of spelling, grammar, and syntax, 
3) the Indian h docs not even begin to touch the real linguistic level, not to men- 
Second Part in the complex world of content. The fact is that children's writing is 
1) the good devil tad at school only co grade and classify it, not co understand it. The sieve 
2) the bad devil Of correctness collects and assesses the pebbles, letting the gold, however, 
3) the good devil 3 


through, 
‘The first part is more analytical. Here the melody, so to speak, is! 
ply repeated three times, according to the scheme A-B. 


a3 
a2 



















The Grammar of Fantasy Stories for Laughing 


33 «Stories for Laughing 


THE CHILD WHO Sees his mother put the spoon into her e; 
her mouth laughs because the mother “makes a mistake.” She js 
yet does not know how co use the spoon in the proper way, 
society's rules. This “laugh of superiority” (see H/ senso del comico, 
[The Child's Sense of the Comid by Raffacle La Porta) is amo; 
forms of laughter the child is capable of, The fact that the mot 
the mistake intentionally does not make the least difference: her 
in any case a wrong gesture. If the mother repeats this gesture 
times and then varies it by sticking the spoon in her eye, ¢ 
superiority will be reinforced by a laugh of surprise. These 
mechanisms have been carefully nored by the inventors of cinen 
Moreover, a psychologist will observe that even the laugh of su 
an instrument of knowledge thae plays on the opposition betw 
use and incorrect use of the spoon. 

The simplest way to invent comical stories is to take advanta 
tors. The very first stories were more like gestures than verbal ey 
Papa puts the shoes on his hands. He puts the shoes on his head, 
to eat soup with a hammer. . 


horse i dozens of 
wants to learn how to type on a typewriter. It destroys 

ines with its hooves, A machine as large as a house must be made for the 
rse. Then it writes by galloping over the keys. 


js important to pay attention to a particular aspect of the Jaugh of 
ority, which, if we do not watch out, can assume aconservative func- 
* d align itself wich the most dull and sinister conformism. Here we 
he origins of a certain kind of “reactionary comic” that ridicules the 
‘and the unusual, such as the man who wants to learn how to fly like 
.irds, women who want to enter politics, or people who do not speak 
{ think like the others as custom and rules demand. «+. In order for the 
gh to have a positive function necessary for its arrows to target the 
Jideas, the fear of change, the bigotry of the norm. The non-conformist 
curvy characters in our stories must be successful. ‘T heir refusal to 
A nature or the norms must be rewarded. Those who are “disobedient 
the ones who make the world move forward. ' sa 
‘One type of topsy-turvy characters is represented by their comical 
“Mr. Potholder lived in a country called Por.” In this case, the name 
If gives rise to the story; at the same time, the banal meaning of the 
mmon noun is amplified and assumes a more noble aspect as a proper 
un. A character called Pimpom, to give a little example, is certainly fun- 
fer than one called Carl. At least at the beginning. Then we shall see what 
mes later, rout 
Surprise comic effects can be achieved by animating the metaphors of 
age. Viktor Shkloysky already noted that some of the erotic stories in 
he Decameron are nothing but extensions of popular metaphors used to 
fine sexual acts (in Italian, “to send the devil to hell,” “the nightingale, 
and other similar ones). [n our contemporary language we use many worn- 
ut metaphors like old shoes, When we speak about a clock and say thac it 
ikes on the hour,” we do not show any surprise because we have already 
ed and heard this image used hundreds of times. ekes ues 
For a child, this can be something new in a situation in which to 
ftike” really means “to destroy,” as in “striking a person or a tree down, 
Once upon a time there was a clock that struck on the minute, It also struck 
Wood and stone. It destroyed everything. 


(And look at what we have here: through mere association, the hon- 
took on the meaning of a parable about Father Time, who strikes 


n everything in his way.) 




































Little Giacomo sits in his high chair and is intent on cating 
The door bursts open, and in walks his stately father the count, 
asa farmer. He is playing the flute and... dancing a jig. ... Oh, 
here, noble father, you haven't understood a thing. ... 

cis from such mistaken gestures that the so-called proper sto! 
selves originate, and in turn they provide whole phalanges of mist 
characters: 


Mr. So-and-So goes to a shoemaker to have a pair of shoes made for his! 
He is a man who walks on his hands. He cats with his feet and p 
harmonium with them. Heis a topsy-turvy man. He reverses everyth 

he speaks. He calls bread “water” and suppository pills “lemon drops. 


A dog does not know how to bark. It believes that a cat can teach it 
this, but naturally the cat teaches the dog how co meow. He goes to 
learns mooing: moooo! - . . 


ag as 














Stories for Laughing 






The Grammar of Fantary 





ks the Mother Hen for the young chicken’s hand in marriage, and 
a see Now, during the wedding celebration that is to be described, 
young chicken withdraws for a moment to lay a fresh egg for her husband. 





If we trip over a stone by mistake, while playing football, 
ence a hard fall to the ground, we “see stars," as one says, b 
astronauts. This expression can also lead to interesting devel 


Once upon a time there was a king who liked to look at the 5 
him so much that he wanted to see them also during the day, 
he do this? The court doctor advises him to use a hammer. The 
hit himself on the head with the hammer, and indeed, he “sees 
daylight. But he does not like this method. Instead, he wants the 
fronomer to take the hammer and hit himself on the head so ths 
describe the stars he sees to the king. 4 
“Oww! ... [sce a green comet with a violet tail. ++ Oww! Tsce, 
that are coming like the Three Wise Men...” > 






not an anti-feminist story; it is just the opposite, if it is conceived 




















idren are very quick to take advantage of this method. They gener 
it to “desacralize” or mock the various types of authority they are 
led to obey. They plop down the teacher ina tribe of cannibals, into 
ge at the 200, or into a chicken coop. If the teacher is intelligent, he or 
will be amused by this. If the teacher isn't, he or she will be enraged. 





complete and radical reversal of norms is also a method thar is 




























The astronomer flees to a distant land, The king, perhaps ple ro use and a favorite of children. Here we have Peter—but | hee 
Massimo Bontempelli, decides to follow the stars in their course: ev eady talked about him and used him asa double with Marco and Mid o 
circles the earth so that he can live at night beneath che star-studdec er context—who instead of being afraid of ghosts and vampires, 
court is now on a jet plane... sues them, torments them, and throws them into a gies can 

i fi i this case, the exorcism of the fear ends in a “laugh of aggression’ ae 
i Ser’ ae ate kee met Df de neal . much related to those popular cake-throwing battle scenes in 
‘© be raken literally, at their word, and devel loped into a story. “ ” Child Iways prone to laugh 
so because many other common words still reveal themselves to the ent films—and a “laugh of cruelty.” Children are always p: B 


ke this, bur this laughter carries a certain danger with it (as when children 

physically disabled people, torture cats, or tear the wings off flies). 
Experts have explained that people tend to laugh at somebody who 
because that person does not behave according to human norms but 
ding to the norms of a ball. If we take this observation literally, we 
at the method of “reification”: 


a) Robert's uncle is by profession a coat rack. He stands in the lobby of an 
expensive hotel. The customers hang hats and coats on his arms and put um- 
brellas and canes in his pockets. . .. 

b) Mr. Dagobert is by profession a desk. When the director of the factory 
makes his rounds, Mr. Dagobere walks by his side and bends his back when 


the director must write down notes. . . . 


extraordinary person in a banal context), This method exists in 
inventive processes, From a comic Perspective, one can make 
this potential for surprise and the deviation from the norm. : 

‘The introduction of a talking crocodile into a TV quiz show is 
ample. Another good example is the well-known joke about the h 
goes into a bar and asks for a beer, (The joke becomes more comp 
is pushed co the extreme: the bartender is astonished when the 
beer and cats the glass, but then throws away the handle. “That's 
part,” says the bartender, and thus the story takes a subtle turn into 
But this does nor concern us here.) As an exercise, let us use a young ¢ 
instead of a horse and a butcher shop instead of a bar, 





The laugh, initially cruel, yields gradually to an uneasy feeling. ‘The 

uation is comic, but unjust. One laughs, but it is asad laugh. We have 
ow entered the domain where Pirandello's notion of humor and his 
of play reign. And we shall stop here in order not to complicate our 
ission, 


One morning a young chicken enters a burcher shop and, without’ wa 
her turn, asks for mutton chops. The other customers become up 
Poor manners! She has no respect! She should go to the end of the 
cetera... . 

Bur the butcher's assistant serves the young chicken right away. In 
those few seconds required to weigh the mutton chops, he falls in I 
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7 Seruminar oy vanusy 














































The Child Who Listens to Fairy Tales 


the magic wand of the fairy, or the curse of a magician, can Pi 
operations and their opposite with equal facility: to change a; 
mouse, and the mouse back into a man. Stories of this kind, 
kinds, can be of great help to the mind in creating the in 
reversibility. 

Let us follow this with a story about a forlorn boy who 
from who knows where. He must take bus number three 
number one to arrive at the central square. He thinks he can 
he takes bus number four (3 + 1 = 4). Such a story can help ¢ 
guish between correct addition and impossible addition. 
children will amuse themselves, 

Laura Conti has written in the Giornale dei genitori (Pa 
that she cultivated the following image when she was a child: “Is 
garden there was a /argevilla, and in the /arge villa, there was asm 
In the small room there was a large garden. . . .” This game 
relation between large and small represents the first mastery of 
think that it is valuable co invent stories in this genre, in whi 
tagonists are pairs of opposites: little-large, small-tall, thin-fat, 


h this game, the children can take off and create amusing math- 
exercises that help them discover “how large the classroom is by 
g shoe-lengths,” “how tall Charlie is by measuring him with a 
how far the table is from the oven by measuring the length with 
tops.” The step from the game to a story is short: 


t nine o'clock in the morning a child measures the shadow of a pine tree in 
school courtyard: it is thirty shoe-lengths. A second child, who becomes 
ous, goes to the courtyard at one o'clock in the afternoon and repeats the 
easurement: the shadow is only ten shoe-lengths long. A discussion takes place, 
owed by an argument. The nwo boys go together to measure the shadow at 
two o'clock in the afternoon, and they find a third measurement, The Mystery 
fthe Pine Trees Shadow scems to me to be a perfect title for this story that can 
be experienced and told at the same time. 





The “executive” technique (to give ita name) for inventing stories of a 
thematical nature differs little from what I have already illustrated in 
stories. If a character is called Mr. Tall, then his name contains his 
and his natural character includes his adventures and misfortunes. It 
gh just to analyze his name to deduce why things happen. The name 
nts a certain unit of measurement of the world, a special viewpoint, 
h has advantages and disadvantages. He has a higher vantage point 
n everyone elsc, but he often breaks down into many pieces that have to 
yput back together carefully, .. . Like any other coy or any other charac- 
he presents himself as a symbol. Along the way, he can lose his math- 
ical origins only to acquire other meanings: it is necessary to lee the 
ation follow him as far as possible, without forcing him into a 
me of intentions and the intellect. In order for the story to succeed, 
must always trust it and have confidence in it. Then this exercise of 
ust will be rewarded nine times our of ten, just as it is correctly stated in 
Gospel chat cells us co think of heaven and then everything will come 


Once upon a time there was a little hippopotamus. And there 
fly. The big fly often joked around with the little hippopotam 





always much bigger than a big fly.) 


We can also imagine trips “to the smallest” or “to the | 
There is always a character who is the smallest. There is always (this 
from Enrica Agostinelli) a fat woman, who is much fatter than anol 
woman, who despairs because she is so fat. . . . 

Another example for illustrating the relations and relativity @ 
and “many”: 

‘A man had thirty cars. People said: “Oh, he has so many cars!" .. <M 

also had thirty hairs on his head. And the people said: “Oh, he has! 


dairson bis head!” . , , Finally, there was nothing left for him co do butt 
a wig. Et cetera. 


5 * The Child Who Listens to Fairy Tales 


O PENETRATE the experience of the child of three or four years of age, to 
om the mother reads or tells fairy tales, we have very few clear facts to 
and thus we must make use of our own imaginations. We would be 
a mistake, however, if we took the fairy tale as our point of depar- 
fe: in the child's experience, the most important elements may not even 
Telated directly to the fairy tale. 


Ac the bottom of every scientific activity is measurement. 
game for children that certainly must have been invented by ag 
ematician—the game of steps. The child who orchestrates the gal 
his playmates each to take “three lion steps,” “three ant steps,” 
steps,” “three elephant steps,” ct cetera. In this way, the space for 
is continually measured and re-measured, created and recreated 
to the different units of a fictive measurement. 
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For the child, the fairy tale is above all che ideal instrument fo 
the adult nearby. ‘The mother is always very busy. ‘The father 
disappears according to a mysterious rhythm that is a source of. 
recurring anxiety. The adult seldom has time to play with the el 
the child wants—that is, with complete dedication and partici 
without distractions. But with the fairy tale it is different. Th 
there entirely for the child, a constant and comforting presence 
security and protection. This does not mean that if the child 
second tale to be told, he or she is really or exclusively interest 
events of the story. Perhaps the child only wants to prolong a 
situation as much as possible, to continue to have the mother 
bed, or to sit with her in her casy chair. She should be as comfo 
possible, so she won't want to get up and leave all too soon... . 

While the fairy tale flows tranquilly between the two, the d 
finally enjoy the mother ac his ease, observe her face with all its 
ties, study the eyes, the mouth, the skin... . He certainly listens to. 
but he permits his attention occasionally to wander as he listens, } 
ample, sometimes he already knows the fairy tale—and for ¢ 
perhaps, he has cleverly asked for the repetition of a tale he k 
needs only to check whether the tale follows the usual plot, In 
time, his principal occupation can be examining his mother's face, 
face of the adult he rarely succeeds in looking at as long as he 

The mother’s voice does not only speak to him about 
Riding Hood or Little Tom Thumb. The voice speaks to him ab 
self. A semiotician would say that the child, in this case, is inte! 
only in the contents and its forms, not only in the forms of exp: 
in the substance of the expression—that is, in the maternal y 
delicate tones, the volume, the modulations, the music that 
cates tenderness, that unravels the knots of anxiety, and makes th 
of fear vanish. ' 

Right afterward—or rather, at the same time—contact with the 
tongue is established, with its words, its forms, its structure. We G 
mark the exact moment in which children, while listening to a fain 
appropriate this language by absorbing a certain relationship berwe 
cerms of the discourse, discover how to use verbs, or how preposi 
tion, but it seems certain to me that the fairy tale gives children am 
dane supply of information about the language. Their effort to ui 
the fairy tale forms part of their effort to understand the words 
tute it; to establish analogies berween these words; to carry outd 
to enlarge or restrict the field of references, the boundaries of a 
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The Child Who Lastens to rairy 1ates 


here of influence of an adjective; and to make them more precise or 
‘ect them. In this “decodification,” such linguistic activity is not an 


sp 


q ional aspect, but is just as determining as the others. And I am speak- 
about “activity” in order to emphasize how children cake elements from 


fairy rale, from the situation, and from all the events of realicy—that is, 
elements that interest the children and those that place them in a 
nual process of choosing. 

In what other ways does the fairy tale help the child? Ir helps structure 





js or her consciousness and establish relationships between “me and the 


” “me and the things,” “invented and genuine things.” It also helps 
ild to realize distance in space (“far/near") and in time (“one time/ 
“before/after,” “yesterday/today/tomorrow”). The “once upon a 


me” of the fairy tale is not different from the “once upon a time” of his- 


, even if the reality of the fairy tale—as the child discovers very 
ly—is different from the reality in which he or she lives. 


_ [remember a conversation that I had with a three-year-old girl who 


ced me, “And then, whar shall I do then?” 
“Then, you'll go to school.” 
“And after that?” 
“And after that, to another school where you'll learn more things.” 
“And after that again?” 
“When you get big, you'll get married. . ..” 
“Not on your life.” 
“Why nov?” 
“Because | don't live in a fairy tale world, I live in the real world.” 
To marry was for her a verb from fairy tales, the final verb, the destiny 


ifthe princess and her prince, in a world that was not hers. 


From this viewpoint, the fairy tale represents a useful initiation into 
ity—into the world of human destinies, as Italo Calvino wrote in 


his preface to /talian Folktales, wo the world of history. 
___Ithas been said, and it is true, that fairy tales offer a rich repertoire of 


ters and dest in which the child finds clues of reality that he or 


n still does not know, and clues of the future about which he or she still 


nor think. It has also been said, and this too is true, thar fairy tales 
ect cultural models that are for the most part archaic and anachronistic, 
Sontrast to the social and technological reality that the child will en- 
ter as he or she grows up. The objection to fairy tales by certain par- 





its and educators collapses, however, if we consider chat fairy tales 


ute a separate world for the child, a puppet theater from which we 
tS are separated by a thick curtain. Fairy tales are not objects of imita- 
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The Grammar of Fantasy 


3 obod ed him. The decodification does not occur 
tion but of contemplation. And contemplation has an activatip ' _peiaetn sibs. we oon for everyone, but according to private 
compelling the interests of the listeners to take precedence over 


; p i onal. One can talk about a “typical listener” only 

tents of the fairy tale. In addition, when the child reaches the! r adendl rig no reader is exactly like mae 
phase of childhood, the period when content becomes critical, f ves 
lose their interest for the child, exactly because their “forms” ng 

rovide raw material for the child’s actions. c * 
. One senses that children both contemplate and create the struc + The Child Who Reads Comics 
their own imaginations at the same time, constructing an indisp, THERE 1S an “axis of listening,” there is also an “axis of reading.” Iecan 
instrument for gerting to know reality and mastering it. 4 to interesting discoveries if we explore, follow, and imagine the mental 

Listening is training. For children fairy tales have the same acess of a child reading a comic book. : 
and truthfulness as a game: they help them learn to become "The child is six or seven years old, He has passed through the phase in 
know themselves, to measure themselves. For example, to me: h his father read the comics aloud to him, or when he invented his 
selves against fear. All that is said about the negative effects that n way of reading by interpreting the scenes by clues noted only by him. 
violent” fairy tales can have on children—the monstrous creatures ow he knows how to read. The comic book is his first really spontaneous 
ful witches, blood and death (Little Tom Thumb cuts off the ; ding material. Self-motivated, he reads because he wants to know what 
seven daughters of the ogre)—does not seem convincing to m ppens and not because it is a homework assignment. He reads for him- 
thing depends on the conditions under which the child encount uf, not for others (the teacher), not to make a good impression (high 
wolf, in a manner of speaking. If it is the mother's voice he parks). 7 
peace and security of the family situation, the child can overe Ac first, he must distinguish and recognize the characters in the situa- 
challenges without fear. I'he child can pretend to be afraid (agam ions that follow one another, and be able to recall their identities in the 
its significance in the formation of defense mechanisms), bees fferent positions and the changing expressions they assume. As they are 
certain that the father’s strength and the mother's courage would be. lepicted in various colors, he must interpret their meaning: red, anger; 
to drive off the wolf, fear. ... But the code of the “psychological color” is not given only 

“If you had been there, you would have chased away the wolf, # can be recreated cach time by the artist. The code can be rediscov- 

“OF course, and I would have given him a good beating.” wed and reconstructed time and again. ; 

On the other hand, if the child is overcome by fear and cann The child must attribute a voice to the characters. It is true thar in 
anything about it, we would have to conclude that the fear had alt eatly every balloon the point of departure is indicated with precision: it is 
been in him before the wolf entered the story: it was in him, deep ¥ the mouth when the character speaks; it is the head when the character 
him where he was conflict-ridden, The wolf is then a symptom thi links (and there are other significant distinctions to be made between the 
the fear. It does not cause it... . y thoughts and words are presented). . 

If it is he mother who tells the story of Little ‘Tom Thumb When the characters speak with one another, the child must attribute 
in the forest with his brothers, the child does not fear that he hi he sentences to one or another. He or she must grasp the sequence in 
have the same sort of misfortunes, and can focus his entire attention ® hich they are being spoken. (In comic books, time does not always go 
remarkable cunning of the tiny hero. If the mother is away, if the P: om left to right like the typographical line.) The child must grasp whether 
are away, and if someone else tells the same story, this person can # words are spoken simultaneously, whether one character is speaking 
frighten the child—but only because the storyteller reveals to the nd another is thinking, whether one of them is thinking one thing and 
child’s condition of “abandonment.” And if the mother were not to Saying another, ct cetera. : 

Here we have the reason for his sudden fear. Here we have proje At the same time, the child must recognize and distinguish the sur 
shadow of unconscious fears, of the experience of loneliness, onto Oundings, external and internal; note their modifications, their influence 
of listening”—the memory of the time when the child awoke and cri 
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ExOkeenenee the Goat of Signor Séguin 
on the characters; and comprehend the elements chat anticipate w 
happen to a character if the character does a certain thing org 
certain place without knowing why, for this character is not 
like the attentive reader. In the comic book, the surroundings g 
decorative; they are functional to the narrative and its struct 
An active intervention—indced, a highly active interventi 
imagination—is required to fill the spaces between one box 
At the movies, or in front of a television screen, the images 
other continuously, describing the action and plot point by 
comic book, the action can begin in the first frame and end 
next one, skipping over all the intermediate passages. The cl 
first frame can be riding boldly on his horse, and in the secone 
lying in the dust on the ground: the fall is to be imagined. The 
is visible from a certain gesture, but not the development. 
present themselves in a changed order: it is necessary to imagin 
of action that cach one takes from the original order to the 
work is entrusted to the reader's mind. While a movie is a scrip 
book is stenography from which the reader must reconstruct 
In the meantime, the reader must not lose sight of the ind; 
in cach one of the panels, and grasp the nuances (a “squi 
“screech”) and distinguish the cause. In the more banal comic 
alphaber of the noises is very limited and coarse. In the funny 9 
the more sophisticated comics, the elementary noises are often 
mented by innovations that must also be deciphered. 
The entire course of the story must be reconstructed in 
tion, combining the captions, dialogue, and noise with the 
the color so that all the loose strings of the plot chat constitute 
and the intricate passages can be tied together in a comprel 
and made into one. And it is the reader who gives sense t0 
the characters who are not described, but shown in action; 
tions that result from the action and its developments; to 
reveals itself to the reader only through gaps and fragments, 
For a child of six or seven years of age, comic books se 
sufficiently demanding, rich with logical and imaginative ope 
value of their content aside, for this is not the issue here. The 
of the child does not remain inactive; rather it is solicited 
ton, to analyze and synthesize, to classify and decide. 
here for empty fantasizing, as long as the mind is compelled 
attention to complex matters and the imagination is called 
form its most noble functions. 


jwould say that up to a certain point the child’s principal interest in 
a books is not determined by their contents, but is tied directly to the 
‘and substance of the comics themselves. Children want to master the 

of reading the comics. That's it. They read comic books in order to 
pow to read comic books, to grasp their rules and conventions, They 

the efforts of their own imaginations more than the adventures of 
‘ ters. They play with their own minds, not with the story. It may 
the things cannot be so clearly separated like this. But ic is worth 
rt co distinguish them if the distinction helps us not to underesti- 
echildren, especially not in this case—not co underestimate their basic 
gusness, the moral engagement that they bring to everything they do. 
rything else about comics has already been said, good and bad, and 
all not repeat it. 


'+ The Goat of Signor Séguin 


TIME IN CLASS the pupils of Mario Lodi read Alphonse Daudet's 
about the poor little goat of Signor Séguin. This goat became tired of 
ope that his owner had tied around its neck, and fled to che moun- 
§, where the wolf—after a heroic struggle—ate the little goat. I saved 
d number of /nsieme (Together), che class newspaper, which the pu- 
f Vho, the small town in Italy where Lodi teaches, publish year after 
one generation after the next, and send to their friends, Here is the 
ion that followed the reading by the class, which they printed in 


TER: Daudet wrote the story about a goat, the goat of Signor Séguin, 

and we discussed it because we didn't agree with him. 

FLVINA: Daudet's goar fled because it wanted to be free, and the wolf ate it. 

We reworked the story in another way. 

PRANCESCA: The master [padrone] told the goat that there was a wolf in the 

Mountains, but he told this to the goat because he wanted to keep it pris- 
Oner to get its milk. 

PANILA: We wrote that the goat fled and found happiness as soon as it was 

fice in the mountains. 

IRIAM: Just like humans want to live in freedom, so does our goat want to 

_ live in freedom. 

MARIO: It had a right to live that way, If the wolf had come, all the goats 

together could have killed it with their horns. 

RIAM: I think that Daudee wanted to teach us that if you disobey, you get 

trouble. 
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The Goat of Signor Séguin 


WALTER: But our goat, who jumped over a fence, disobeyed its 
kepc it prisoner to steal its milk. So it was not a case of disob 
goat was rebelling against a thief. 

MARIO: Exactly. Because the man robbed milk from ¢ 
to be free, 

MIRIAM: Bur he needed the goat's milk. 

FRANCESCA: Burall goats need freedom. The master could have 
to graze in the mountain, and the goat would have given h 

WALTER: But, as Daudet said, the goat did not want a rope 
any longer. It didn’t wane a rope, long or short! 

FRANCESCA: This story made me think about the struggle of the It 
liberated themselves from the Austrians. 

MIRIAM: When the Italians were free, they were happy like the goat 
arrived in the mountains. 


‘Walter is the most consequent and the most radical: “The goatdid not 
ant a rope, whether long or short.” 
In the end, the collective's system of values has its way with its key 
4 ‘dom, right, and unity (“Strength through Solidarity”), 
| The children of Vho have lived and worked for years in a small demo- 
atic community that requires and stimulates their creative participation 
d of repressing it, shunting it, or instrumentalizing it. This can be 
in the ewo extraordinary books by Mario Lodi, C’e Speranza se questo 
al Vho ( There ls Hope If It Happens in Vho) and Il paese shagliato (The 
‘en Country). These books explain how the children feel full of hope 
they pronounce words like liberty, right, and unity. They are not words 
are simply learned, but rather they are experienced and mastered. The 
hildren enjoy their freedom of speech and their freedom of expression, 
hey are accustomed to criticizing any kind of material, including the 
ed word. They do not know anything about test questions and grades. 
ach moment of their work is a vital act, independent from bureaucratic 
fograms, didactic routines, and school regulations. It is a moment of life, 
an academic moment. 
This is why the discussion of Daudet’s story was not an academic exer- 
for them, but a necessity. 
The students in Vho are mostly children of farm laborers, and we are 
small farmhouse of the Po Valley, ina region that has a strong tradition 
social and political struggle, that contributed a great deal to the Resis- 
nce during World War I]. he word master (padrone) has a precise mean- 
ig for the children. It has the face of the padrone of the farm. It is the face 
the owner-cnemy. And it is essentially the word padrone that determines 
the decoding of the message takes place in their imaginations. 

When Francesca and Miriam join the consensus of the collective inter- 
Hetation, they depart from the basis of class struggle, remembering the 
iggle of the Italians to liberate themselves from the Austrians.” That is, 
ey recall vague mythological figures from their schoolbooks. But the de- 
comparison had already been articulated emphatically by Walter, 
he equated the padrone with a thief. On the basis of this equation, 
distinction between disobedience and rebellion is made possible. 
Francesca had spoken about the padrone who kept the goat prisoner to 

ts milk. But Walter energetically rejected the verb to get and its aca- 
ic Overtones Cwool is gotten from sheep , . .”) in order to change it 

ivocally into a violent to steal Thus, in the discussion, the words of 
pe Written text lose their weight, and other words take their place co re- 
"Pe the story in an independent way. 





the goat who 


At this point in the newspaper, the text of the children's rewritt 
was printed. It concerns the dream of the little goat that is fulfill 
victory of free goats living together on free mountains. 

Ihave chosen this text in order to follow, in another directio: 
of reading that began with the child who reads comic books. I 
perfect example of what the theoreticians of information mean 
maintain that “the decoding of a message always happens acco 
code of the receiver,” 

In reality, Daudet’s story lends itself to more subtle interpr 
is not simply a case of a disobedient act that is punished. In th 
goat heroically accepts death in battle, One could appropriately: 
the motto: “Better to die than to live in chains.” But the chil 
who refused to get involved in ambiguous nuances—as the ways 
are often ambiguous—were quick to see a reactionary moral in d 
which they immediately attacked, ‘They were not convinced that) 
end of the goat was glorious. For them, the hero had to win. Just 
triumph. ; 

The children all focused on the story’s contents, and they paid 
tention to Daudet's elegant language. In the course of their d 
they do, however, present different viewpoints. 

Miriam does not seem atall inclined to negate the warning t 
you disobey, you get into trouble,” and with a female capacity t 
selfin the situation of others, she recognizes that the man “ 
milk.” 

Francesca is content with a reformist compromise: “The man 
the goat to graze in the mountains and it would have given milk to 
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The Grammar of Fantasy Stories for Playing 







































The Roman classical writes already said: “de te fabula nap 
story is told by you”). Even cildren who do not know Lati 
selves the stories that they heat. The children of Vho practically 
goat and placed themselves andthe padrone in its place—their | 
are farm laborers, and the presnt-day padrone. 

In the imagination of the young reader (like the young li 
message does not engrave itsdflike a sharp graver in wax, bur 
lides with all the force of the child's Personality. This becomes 
the example of Mario Lodi’s pupils, who were inclined to 
reflective aspect of the writtea story more explicit, and to exy 
selves in a creative way. However, there is always a conflict, 
place in the subconscious and remain unproductive, if the 
conditioned merely to listen in order to conform to what they 
and to read within the limits ofthe cultural and ethical models 
the text. But in most such css children only pretend to do 
education demands. . . . 

If you tell the story of Signor Séguin's goat to children, em 
the apologetic aspect of the narrative and the “trouble” th 
would have if they are disobedient, they will understand that 
them to condemn disobedience severely. They will also give 
ten report if you require it. They will even succeed in convin 
selves superficially chat they believe what they have written, 
not be true. They will have lied to you just as children lie every: 
they write in their compositions exactly what they believe gi 
want to read. As far as they ate concerned, the children will 
to forget the story about the goat as soon as they can, just as d 
the other moralistic stories. ... ; 

The decisive encounter beween children and books happen 
classrooms of schools. If it happens in a creative situation, where li 
and not the exercise, a certain pleasure in rea ing can arise from 
sure with which one is not bom, because it is nor an instinct. 
counter happens in a bureaucratic situation, if the book is “hut 
being made into an instrument for exercises (copying, summ 
contents, grammatical exercises, et cetera), if ir is suffocated 
tional academic routines (questions abour the story and gradi 
the technique of reading can be developed, but not the pleasure. 
dren will learn how to read, but they will read only out of a sensed 
tion. They will take refuge in comic books—even when they are 
reading more complex and ticher material—perhaps only 
comic books have not been contaminated by school. 


g + Stories for Playing 


sel A GROUP OF CHILDREN a ghost story from the radio program 

ate storie per giocare (Many Stories for Playing). The ghosts live on Mars. 

ually, they have a miserable existence because nobody takes them seri- 
, They are mocked by children and grown-ups alike, and they no 

have fun rattling old rusty chains. . . . Finally, they decide to emi- 

te to Earth where, according co their sources of information, many 

pple are still afraid of ghosts. 

The children laugh and swear that they are not afraid of ghosts. 

“The story stops here,” | say. “We have to continue and finish it. What 


“Here are the answers: 


*While they are on their way to Earth, someone changes the signposts in 
space, and the ghosts land on a distant planet.” 

“It is not necessary to change the signposts. The ghosts can’t see because 
they have sheets over their eyes. They miss the right path and land on the 
moon.” 

“A few of them arrive on Earth, but there are too few of them to scare the 


people.” 


Five children between the ages of six and nine, who a moment before 
id agreed that ghosts were ridiculous, are now very much in agreement 
hat the ghosts should be stopped from invading Earth, As listeners they 
Itsecure enough ro laugh. On the other hand, as narrators, they obeyed 
inner voice that recommended caution, Their imagination is now di- 
sted by an unconscious reference to all their fears (ghosts and, of course, 
ther things that might be represented by ghosts). 
Thus the children’s impulses and feelings have an influence on the 
thematics of the imagination. The story can proceed only through mul- 
ple filters. Even represented openly as a grotesque story, it was felt as a 
The “code of the receiver” tripped an alarm where the “code of the 
der” had intended to cause laughter, 
At this point, the narrator can choose between a reassuring ending 
Be ghosts end up at the bottom of the Milky Way”) or a provocative 
Ing (“they land on Earth where they cause all kinds of mischief"). At 
ime [ myself chose a surprise ending: in the vicinity of the moon, the 
who have fled Mars meet some ghosts who have fled Earth for the 
Me reason. Together they sink into the abyss of the universe. Here I tried 
Palance the fear with a “laugh of superiority.” If | made a mistake, | 
Tepenr. 
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When Grandfather Becomes a Cat 


‘To another group of children who took part in the same 
gram, I proposed the story about a man who cannot sleep because f 
moans and groans cach night. He does not find peace and qui 
has helped everyone near and far who necds him. (In the story he 
from one spot of the Earth to another in a matter of seconds) 
parable about solidarity. However, as we began talking abou 
ending, the first child I asked for a suggestion said without h 
“Well, I would have stuffed my ears with cotton!” j 

If we were to deduce from this answer that the concerned child 
egotist and asocial, thac would be easy but off-targec. All children 
rally egocentric. In reality, the child had “decoded” the comic 
situation, giving it more weight than the emotional side: he did 
to the moans and groans, but he placed himself in the situation 
man who was not allowed to sleep in peace night after night, no 
what che reason was. 

1 want to add that we were in Rome and that the Romans, 
children, are quick to make witty remarks. Moreover, these childr 
particularly uninhibited—they were in a recording studio and ha 
been there a few times—and they were accustomed to say the 
that came into their heads. Finally, chere is juvenile exhibitionism 
must take into account, 

Later in the discussion the same boy was one of the first to re 
that the world is full of suffering, visible or hidden, full of bad 
that whoever truly feels that he should do something about suffes 
ever it occurs does not have much time to sleep. But his first red 
equally significant; it suggests to me that the story about this man, 


the swindler be punished in the end. In short, the children punished the 
sinning Pinocchio, even if they were amused by his story, because they were 
ping their duty. None of them had enough worldly experience to know that 
rain type of thief, far from ending up in prison, can become a first-class 
and a pillar of society; the children did not come up with the ending 
which Pinocchio becomes the richest and most famous man in the world 
ad has a monument built in his honor during his lifetime. 
The discussion becomes more lively and creative when it centers on 
ding the appropriate type of punishment. Here the obligatory pair “lic/ 
muth” assumes its function. The children decide that the entire wealth of 
th swindler will go up in smoke right at the very moment that he tells the 
uth. However, since Pinocchio is cunning and is always on guard not to 
tell the truth, it is necessary to find a trick ro make him tell it despite 
imself. The search for this trick becomes very amusing. The same 
quth"—thar one accepts as a value but is not amusing—becomes amus- 
the very moment spice is added through the “trick.” 
Ac this point, the children no longer play the part of the judge who 
tavenge the damaged truth, but the part of a swindler who must at all 
dupe another swindler. The conventional morality is only an alibi for 
entertainment, which frankly is amoral. It seems to be a law: there is 
jo authentic creation without a certain ambiguity. 
Open stories—that is, the unfinished ones and those with different 
ible endings—assume the form of an imaginative problem: one has 
in data at one’s disposal, and one must decide if their combination 
lead to a solution. There are various kinds of calculations that enter 
this decision; fantastical ones, based on the pure movement of the 
es; moral ones, related to content; sentimental ones, related to experi- 
s and ideological ones, if a “message” rises to the surface and calls for 
fication. It can happen that one begins to discuss che ending of the 
tory and discovers instead a theme that has nothing co do with the story. 
= my opinion, one must feel free at this point to abandon the story to its 
te and to accept the coincidental suggestion. 






































mental, He must be positioned so he can triumph over his enet 
than continue to suffer. (In fact, at that time the story ended this 
man who left his home co help others each night is mistaken for 
putin prison. But the people whom he had helped all over the 
running and free him.) 

Ic is impossible to predict which detail in the story, which 
passage will determine the “decoding.” 

Another time I told the story of a Pinocchio who becomes rich 
mulating and selling the wood he acquires through his lies. With 
nose becomes longer. Once | opened the discussion about the 
children imagined a conclusion in which this Pinocchio is pul 
equation “lic = bad” is part of a system of values thar needs no diso 
Moreover, this Pinocchio was identified as a swindler, and justice 


39 * When Grandfather Becomes a Cat 


NY TIMES I have cold an unfinished story about a retired old man to 
Hus groups of children in Italy and other countries. This man feels char 


useless at home because everyone, adults and children, is too preoccu- 
# to pay attention co him. Therefore, he decides to go live with the cats. 
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No sooner said than done. He goes to the Piazza dell’ Argentina ( 
Rome), ducks under the iron bar that divides the street from 
logical zone (the realm of the stray cats), and all at once he is tr; 
into a handsome gray cat. After he has various adventures, he 
home. But he returns as a cat. And as a cat he is accepted and ¥ 
The comfortable easy chair is there for him. He is petted and giy 
and pieces of meat. As a grandfather he was a nobody. As a cat h 
center of attention in the home. .. . 

Ac this point I ask the children: “Would you like the g 
remain a cat or to return to his human form as grandfather?” 

Ninety-nine times out of a hundred the children prefer thai 
become the grandfather again, for the sake of justice and out of 
or pethaps to free themselves from an unpleasant inquietude 
gender a feeling of guilt. They want the grandfather to be re 
reintegrated with all his human rights, and reconciled, That i 

Until now I have encountered only ewo exceptions. One tim 
insisted emphatically that it would be better for the grandfi 
mained a cat forever in order to punish those who had offended hi 
a five-year-old girl, a little pessimist, said: “He should remain 
wise everything will begin all over again, and nobody will 
attention to him.” 

The meaning of these two exceptions is fully clear. Both 
marked by sympathy for the grandfather. 

I follow my first question right away with another question: 
must the cat do to become the grandfather again?” 

The children, no matter where | have told this story, north 
do not hesitate to propose the solution: “He must duck under d 
go in the opposite direction,” 

The bar is made into the magical instrument of transform: 
I told the story for the first time, it did not occur to me at all. 
revealed this to me and taught me this rule: “Whoever ducks b 
bar and goes one way becomes a cat; whoever goes the opposite 
comes human again.” 

With the bar as the means of separation, however, it would 
possible to distinguish between “going beneath” and “going over: 
body has ever proposed this to me. It is apparent that the ritual 
bar must respect very precise rules, and the variations cannot De && 
ated. If you “go over the bar,” this is reserved for cats that come am 
remain cats. ... And, in fact, a child raised this point one time by’ 
“Why is it that the cat, when he ducks under the bar to return 


aen't become the grandfather right away?” Then another child was quick 
, “But he didn’t crawl under the bar this time, he went over it. He 
embed over the bar.” 

Now, after all chis, we are left with the sneaking suspicion that the re- 
ormation of the cat into the grandfather is not always determined 
-jusively by motives of justice, but also by reasons of symmetry in the 
gination. A magical occurrence had taken place in one direction, and 
imagination, without knowing it, waited for it co happen in the magi- 
eal opposite direction. 

If a reader is to have complete satisfaction, there must be a logical- 
aspect to a story that accompanies the moral aspect, Here the solu- 
n was produced by the mathematical mind and the heare together. 

[fat times one has the impression that only the heart decides, chen this 
due to a defective analysis, When | say this, [ naturally do not want to 
ny the fact that the heart has its “reasons” in the sense indicated by Pas- 
But the imagination, too, has its reasons, as we have seen. 


40 + Games in the Pine Forest 


10:30 A.M. George (age seven) and Roberta (age five and a half) leave the 
otel and head coward the surrounding pine forest. 

ROBERTA: “Do you want to go look for lizards?” 

1, who am observing all this from a window, understand perfectly well 
she has made this proposal. Roberta grabs the lizards with her hands. 
In contrast, George is disgusted by this. Generally, George proposes that 
they have a race because he is faster. On the other hand, Roberta would 
ther draw because she can do it better. Nature is unfair in its innocence. 
They set out slowly. Then they start looking for lizards, but they are 
teally looking for chance. This is also what Novalis says: “Playing is experi- 
menting with chance.” They avoid large spaces and stay near the kitchen at 
the back of the hotel where the pine forest is more familiar to them. They 
itive at a pile of firewood. 

ROBERTA: “Let's hide here now.” 

The present “now” is the signal that the waiting is over. The “feeling 
ound” has now taken the form of a game. The word now stabilizes the 
Bistance between the world as it is and the world transformed into symbols 
fa game to be played. They circle the pile of firewood slowly, and they 
ke out a few pieces of wood. 
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The Grammar of Fantasy 
George makes this remark with a particular intonation—it is probably 
hat of his teacher when she orders the children to be quiet at school, Note 
he continual fluctuation between the level of experience and the level of 


They are regular pieces of wood, manageable, sawed-off pi 
kitchen, and the two begin to carry them away. Behind the pile 
there is a box and a large basket. They fetch them. Now Georg 
and leads the game. 

GEORGE: “We're in the jungle, hunting tigers.” 
‘The pine forest chat forms part of the daily reality of the vacatio 
interest them as such: here it is reduced or promoted to a “sign” 
meaning. “When things become signs,” says Dewey, “and acquire 
sentative capacity to replace other things, the game is transformed | 
physical exuberance into an activity that includes a mental aspect,” 

They change their spot and move toward a large rock 
from the ground. The basket and the box become two huts, 
tinue to assign new roles to the objects.) They collect little stiel 
fireside. The game takes the form here of an open system. It pro 
discovering and inventing analogies. The word jungle suggested | 
hur, Buc now their experience intervenes: the children have play 
sort of game many times at home, and they insert that game in 
jungle game. 

ROBERTA: “Let's make a fire,” 

GEORGE: “Time to go to bed.” 

Fach one retires into a “hue.” They lay down there for a few 

ROBERTA: “Now it's morning, and I've got to look for 
keep in our chicken coop.” 

GEORGE: “No, the chickens have to be cooked for lunch.” 

They run about and collect pine cones. It is 11:15. 

Here it is important to note that a day has passed in the g; 
time of the game is nor real time, but more of an exercise wit 
recapitulation of the experience of time: it is evening, one goes t0) 
morning, one gets up. Collecting pine cones in a pine forest 
been the easiest activity at the beginning. Instead, the pine 
neglected until the moment that the children took them from th 
cal context and gave them the function of “chickens,” endowin| 
a new meaning. 

11:20 a.m. Only five minutes have passed since they “slept, 
they return co their huts to “sleep” agai 

A new intrusion: the other classical “father-mother game” is) 
onto the axis of the jungle game. In part, this is the unconscio 
of the “going to sleep.” 

GEORGE: “I want to hear silence,” 


ntion. 

ROBERTA: “Cock-a-doodle-do! Time to get up.” 

Spurred by George's dramatization of “playing the teacher,” the girl 

sonds by “playing the rooster.” With the two remarks, the children have 

ransformed themselves into “signs,” George into the teacher, Roberta into 
rooster. And a second day has passed. Why all this time? Perhaps to 

nt the distance between the game, the creation, and the world of 

bits. To be “furcher away” . . . “more into” the game. 

GEORGE: “Now it's off to the hunt!” 

They get up, wander in silence for a while. ‘Then they return to the pile 

if firewood. 

11:23 A.M. 

ROBERTA: “I'm drinking a beer.” 

GEORGE: “I'm drinking an apéritif.” 

The pile of firewood has provisionally become a bar. It is not clear 

why this deviation has caken place in the game. Perhaps they have ex- 

ced its subject. Buc it is more probable that, since they ate their 

breakfast in haste, they feel hungry and want to cat something, at least 

mbolically. As hunters they obviously have the right co drink things 

are normally forbidden. 

George has a belt with ewo pistols. He takes one out of its holster 

d offers it to Roberta. At the beginning of the game he had not thought 

doing this, and Roberta was too proud to ask him for one. Now, after 

hey have been asleep two times, the offer has the meaning of a declara- 

George declares to Roberta that they are equals in the game. But 

this? 

7 meena (pointing the pistol coward her head): “I'm going to commit 

Wicide,” 

All this happens in a few seconds, as in a flashing dramatic scene of love. 

would truly need co hear what a psychologist has to say about this scene. 

ROBERTA: “I'm a mummy now, and you run away.” 

As far as I can tell, the mummy has been taken from TV. 

_ 11:25 a.m. They bring back the wood to the pile of firewood as if 

had finished playing their game. George is the type of boy who has 

’sen taught “to return things to their place.” In the new work a rhythm 

sly visible: George collects the wood, and Roberta throws it onto 

Pile. 
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ROBERTA: “I've thrown it all.” This use of the past perfect 
that the action of collecting and returning the pieces of wood 
has itself been transformed into a game, into a “sign” of itself. “Pm 
ing the wood” means work, fatigue. “I've thrown it all” is the as 
of a role. 

11:35 a.M. Near the pile of firewood there is a scale. The childre 
gin co play at weighing themselves, But they do not succeed. Ge 
grandmother intervenes as an “expert.” Then she goes away. 

11:40 4.M. Roberta sits down in the cardboard box and propo: 
play clowns. She pretends to fall and rolls herself on the ground, 
does not accept her idea and says instead: “Let's go sliding.” 

‘They fetch the box and bring it to the large rock where th 
simple “slide.” Then they slide down several times. 

11:43 A.M. The slide has become a boat, Both of them sit in it 
row between the pile of firewood and the rock. : 

GEORGE: “Here's the island. Let's get out. We've got to tie up th 
Otherwise, it will float away.” 

They climb onto the rock. 

There is a new transformation of things in the works. First the fo 
become an island, and now the pine forest is no longer a jungle b 

‘They fetch the basket again so that each one of them has a 

11:50 a.m. They sail coward the scale, which has become 
island. 

ROBERTA: “It’s now the next day.” 

This time they have not “slept” to pass from one day to the 
sufficient just to state it. In reality the new leap in cime is meant t 
score the distance between the jungle game and the sea game, As 
the boats behind them, they sing. Then they get into them and 
sail again. George’s box turns over. Roberta: “There's a storm 
George's fall is not intentional. ‘The present tense immediately 
mistake in a creative way, interpreting it within the logic of the} 

George turns his box over several times. Since he wants (0 
clumsiness, he repeats his mistake in a clown-like show. Rol 
George is now “acting the clown.” Roberta's laughter is ample 
tion for him. Is there an element of courting in this show, of the ™ 
dance”? 

GEORGE: “Land! Land!” 

ROBERTA: “Hurray!” 

‘They land near a pine tree. 

GEORGE: “Peace and prosperity!” 


George lives in a region where he frequently encounters Franciscan 
jmonks, who ask for alms. Perhaps he has also played at being a monk 
sometimes. It is not possible to reconstruct the origins of this new inser- 
on. When monks enter a house, they use this form of greeting (“Peace 
‘and prosperity”). The arrival near the pine tree must have been for George 
kind of arrival ac home. In the game, as in the dream, the imagination 
ondenses images at a rapid pace, Note also that the appearance of the 
jands” explains the initial sentences of the morning in a consequential 
manner: “Let's hide here.” The children are now really “hidden,” far from 
erything, surrounded everywhere by the sea. 

11:57 A.M. George becomes aware that they have lost the pistols. They 
o not know where to look for chem. The preceding minute has sunk for 
them deeply into a past that they do not know how to reconstruct. From 
he window I point to the pistols, and they go to fetch them without won- 
ering how I know everything. 

12 noon. They exchange boats. Now Roberta has the box. She curns it 
t, One of the sides opens like a door. The association is so inviting that 
he boat becomes a house again. Now they go hunting for rabbits, 

The “rabbits” are the same pine cones that had been “chickens” before 
. They are never pine cones during their play. 

12:05 p.m. They have collected the pine cones in the box. 

ROBERTA: “I'll stay here in my little house forever.” 

GEORGE: “I'm going to rest.” 

‘The future and the continuing present tenses of the two verbs desig- 
¢ the distance to the game: a kind of intermission for resting. 

__ When they resume playing, it seems that the game has taken two direc- 
ons. George shoots at some rabbits, and Roberta must go and pick them up, 
ile at the same time she searches for other things for her “lietle villa.” 
ROBERTA: “I'm raising chickens.” 
GEORGE (who has returned to the basket co sail in his boat): “I'm 
Oming to visit you because we're friends.” 
For a few minutes more the game wavers and peters out, George decides 
Stop, by sitting on the swing and calling Roberta to come and push him. 
ith very few interruptions, the swing keeps them busy until lunchtime. 
All that I have hinted ac here—just as one can indicate a motif on an 
trument without really playing it—is a “reading” of the game as if it 
trea “story in action.” | am not a stenographer. At the time | observed 
S¢ authentic games (approximately ten years ago), | did not own a tape 
Order, and [ could only write down my observations in a notebook. | 
Suld have discussed these notes with a psychologist, et cetera, et cetera. 
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But for the purpose of the present micro-grammar of the i 
preceding pages should be sufficient to suggest how the contri 
solicitations of the “axes,” which we investigated in the analysis 9 
“Peter and the Putty,” converge just like they do on the “axis of, 
and in a free text—the axis of the verbal selection, the axis of d 
ence, the axis of the unconscious (the short and terrible game 
pistols . . .), the axis that introduces values into the game (“the on 
which George places the pieces of wood back onto the pile). 
‘To explain a game fully, one would have co be able to reco 


The classical writers, from Aristotle to Saint Augustine, did not have 
different words in their language to distinguish between imagination 
: 4 fantasy and to assign them different functions. Nor did it occur to 
con or Descartes, with all their clear thinking, to do so. It is only in the 
2 shreench century, with Christian Wolff, chat we have the first distinction 
en the faculty to perceive sensual things that are not present and the 
facultas fingendi (creative capability), which consists in “producing the im- 
of a thing never perceived by the senses through the separation and 
osition of the images.” In this regard, my standard history of philoso- 
by step how the symbolization of the objects occurs, how the hy tells me that Kant elaborated catalogues of “reproductive imagination” 
tions and changes and the “fluctuation of meaning” come about. Al “productive imagination,” and Fichte attributed a greater effect to the 
psychology is certainly valuable in such an undertaking, it is ins Janter over the former. 
is not psychology but rather linguistics or semiotics that can But it is to Hegel that we owe the creation of the definitive distinction 
the action of throwing the wood onto the pile of firewood, ex; tween imagination and fantasy, For him both were determinants of in- 
the present tense, requires a verb in the past perfect tense; and dlligence: but intelligence as imagination was simply reproductive, while 
analogies between the objects of a game impose themselves as fantasy it was creative. Clearly and hierarchically separated, the two terms 
through form and sometimes through meaning. serve egregiously to sanction a somewhat genetic, almost physiological, 
We have many intelligent theories about play, bur we still do tinction between the poet (artist) capable of using creative fantasy and 
a phenomenology of the imagination, which gives life to play. the common man, the mere worker, capable only of using the imagination 
jat serves him for purely practical purposes, like imagining a bed when he 













41 + Imagination, Creativity, School d pation in group B.... 
Ic is up to the philosophers to theorize about accomplished facts. And in 
this case the accomplished fact is what Marx and Engels identify in German 


logy: “The exclusive concentration of talent in some individuals and its 


THE ENTRY on intuition in the Encyclopaedia Britannica includ 
Spinoza, and Bergson, but not Benedetto Croce. To be sure, it 
exactly the same thing as talking about relativity without m 
Einstein, but it is close. Poor Benedetto. I have such great sym 
him that I have arbitrarily placed my discovery at che beginni 
chapter. And I hope that, with this simple procedure, I have 
the right co shape the following chapter as unsystematically and 
tiously as possible. 

From the supply of the philosophical dictionaries and en 
have at hand in my home and at my office, I note first of all that 
time the terms #magination and fantasy have been considered as b 
exclusively co the history of philosophy. Psychology, which is st 
young, began occupying itself with these terms only a few d 
Consequently, it is not astonishing that émagination, in our sch 
treated like a poor relative in comparison with attention and 7 
listen patiently and to remember scrupulously always constitute 
acteristics of the model student, who is generally the most accomn 
and most malleable, 


Here we have the pillars of society. And the theory of a qualitative 
difference between the common man and the (bourgeois) artist forms a 


In our present day, neither philosophy nor psychology sees radical dif- 
ferences between imagination and fantasy. It is not considered a mortal sin 
‘to use the ewo terms like synonyms, And we can thank the phenom- 
logist Edmund Husserl, and also Jean-Paul Sartre, for this, (In Sartre's 
Limagination, there is a wonderful passage that | never tire of repeat- 
Ing: “The imagination is an act, not a thing.”) 

If there is a distinction to be made, it is becween fantasy and fancy 
(which is addressed by Elémire Zolla in his Storia del fantasticare): fancasy 
Sonstructs with the real and on the real; fancy escapes the real as fast as it 
San. However, at the same time, 1) Zolla attributes a great part of modern 
4nd contemporary art to fancy rather than to fantasy, and therefore, fancy 
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is to be taken in small doses; 2) in Pretogical Experience, Edw: 
and Maurice R. Green demonstrate that even fancy is not to be 
like the baby with the bathwater, because it appeals to sou 
experience that are usually quite inaccessible—a refined info; 
be useful. 

A good manual of psychology (I use Gardner Murphy's An Jp 
tion to Psychology, which is most helpful) can nowadays provide n 
mation about the imagination than the entire history of phil 
Benedetto Croce. After him, there is still Bertrand Russell (The 
the Mind) and John Dewey (How We Think). One can also 
reading L.. S. Vygotsky's The Psychology of Art and Rudolf Arn 
wards a Psychology of Art. Naturally, in order to become better 
with the world of the child, one should at least read Piaget, W 
Bruner. No matter what you read by these three writers, you can 
wrong. And if they pull the rug out from under your feet, you 
your balance with Célestin Freinet. 

Unforcunarely, Alessandro Manzoni’s dialogue Della im 
(“About Invention”) is not very fruitful. The title is very promis: 
contents are similar to Antonio Rosmini’s work, and there is not 
worth remembering. 

On the other hand, Vygotsky's book The Imagination and 
of the Child is a small jewel, which | believe, despite the fact d 
now somewhat old, has two great assets: first, it describes the im 
tion with clarity and simplicity as a process of the human mind}: 
it recognizes that all human beings—and not just a privileged 
artists) and a select few (determined through tests underwritten by 
foundation)—have a common creative capacity. Whatever d 
there are between human beings reveal themselves to be produc 
social and cultural factors. 

The creative function of the imagination belongs to common 
scientists, and technicians. It is just as essential for scientific d 
it is for generating works of art, It is absolutely a necessary condil 
daily life. 

Vygotsky maintains that seeds of the imagination manifest then 
in the games of animals—and even more in the lives of children. 
is not a simple remembrance of impressions, but a creative 
of them, a process through which children combine the data of 
with other data to construct a new reality corresponding co their 
and their needs, But exactly because the imagination constructs 0) 
materials from real life (and therefore the adult can construct (7 


rearer extent), it is necessary that children be able to grow up in an envi- 
d i pulses and stimuli to nurture their imaginations, and to 
ply the imagination to appropriate tasks that reinforce its seructures and 
‘pand its horizons. 

~ This present grammar of the imagination—it seems to me that here is the 
ce to clarify everything definitively—is not a theory of the child's imagina- 
(this would have to be something else), nor a collection of recipes, nor a 
hook of stories but, I believe, a proposal to be placed alongside all the other 
soks that seek to enrich the environment in which the child grows up (at 
home as Well as at school) by providing certain stimuli. 
The mind is one solitary thing. Its creativity must be cultivated in all 
directions. Fairy tales (heard or invented) are not all chat can be useful toa 
child. The liberal use of all che possibilities of language represents just one 
the directions in which the child can develop. But tout se tient, as the 
inch say. The child's imagination, when stimulated to invent words, will 
apply the instruments of the imagination in all domains of experience that 
for their creative intervention. Fairy tales are useful to mathematics 
as mathematics is useful to fairy tales. They are useful for poetry, mu- 
political commitment—in sum, they are useful for everyone, and not 
t for the dreamer. The real reason they are so useful is because they do 
ot seem to be useful, just like poetry and music, like theater and sports. 
They help the complete human being. If a society based on the myth 
of productivity (and on the reality of profit) needs only half human be- 
Joyal executors, busy imitators, and docile instruments without a 
of their own—that means there is something wrong with this society 
d it needs to be changed. To change it, creative human beings are needed, 
cople who know how co use their imaginations. 

Of course, creative human beings also search for this society, for their 
purposes. A, J. Cropley writes candidly in his book Creativity that the 
tudy of divergent thought must be placed within the framework of “the 
imum utilization of all che intellectual resources of the people,” and “ic 
essential for maintaining the proper positions of the world.” Many 
. “Creative people are wanted” because the world should remain as 
is. No, Mr. Cropley, instead, let us develop everyone's creativity so that 
he world will change. 

Obviously, it is necessary to know more about this “creativity.” Alter 
Consulting the useful book, The Creative Imagination by Théodule Ribot, 
One can find an illuminating clarification of the concept in Educazione ¢ 
‘Weativita (Education and Creativity) by Marta Factori, in which recent Ameri- 
A research is presented, analyzed, and, wherever necessary, criticized. (The 
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of creativity to minor projects is perhaps the best proof that the inhuman 
in which we live has the repression of the creative potentiality as one 
Tries main objectives. 


American scholars have produced the first real solid res, 
ject; and this is not solely due co the fact thar the 
than other researchers. In many things they are also mo: 
faster. And they know how to do good work.) 

“Creativity” is synonymous with “divergent thought,” th 
ing that is capable of continually breaking the schemes of ¢ 
mind that is always at work is creative, a mind that 
tions, discovers problems where others find satisfactory 
mind that prefers fluid situations where others only sense 
that is capable of making autonomous and independent ji d 
independent from the father, the professor, and the societ 
everything that is codified, reshapes objects and concepts 
ting itself be hindered by conformist attitudes. All these 
manifested in the creative process. And this Pprocess—it ; 
stressed—has a playful character. Always. Even when we are 
“strict mathematics.” (And here it is necessary to remember 
Professor Vittorio Checcucci of the University of Pisa says 
same thing in his book, Creativita ¢ matematica | Creativity. 
ematics|. He says and demonstrates it with splendid experim 
ematical games using electronic calculators.) 

Also Marta Fattori says in her final analysis chat all people 
ative,” provided that they do not live in a repressive society, in 
family, attend a repressive school. . .. An education leading to 
possible, 

The teachers of the Movimento di Cooperazione Educs 
conclusion in a publication entitled La creativita nell espressit 
in Expression), in which they present some of their research that | 
me, was compiled with the implicit motto, “Let us organize a 
promotes in all the children the cultivation and development of 
and tendencies that can be pointed to as characteristics of ‘ered 

These teachers’ achievement seems to me to be parti 
tant—and it was not accomplished by one person but by a mil 
ment, the most advanced in the Italian school system. Indeed, W 
teachers talk about creativity, chey mean the entire curriculum 
certain subjects. Let me quote: 


ec me quote once more: 


education in mathematics must not be run on the narrow track of technical 
bility and efficiency, rather it must begin with the recognition chat 
onceptualization is a free and creative function of our minds... . Even when 

talk about space at schools, it is clear that the fundamental charac teristic 
“ofa school’s space must be its capacity to be transformed. That is, users (chil- 
Gren and teachers) must have the possibility to assume an attitude in their 
cncounters with the place that is no longer one of passive acceptance but one 
“fcreative active intervention in keeping with their way of life. 


To take a step backward (from time to time it can do good to take one 
o steps backward), | would like to note that, when using the terms 

and creativity, one cannot in the least hear the echoes of earlier and 
recent attempts—praiseworthy but one-sided—to give the educa- 
activity a sense and a character different from those that the aca- 
tutions had done in conformity with the social role that they 


e—was the first ro speak about an “aesthetic education” (see his letters, 
die asthetische Erziehung des Menschen): “Man only plays when he is a 
in the complete sense of the word, and he is only a complete man, 
en he plays.” So wrote the great Schiller. Such a decisive as ertion led 
m straight to che idea of an “aesthetic state,” to which he assigned the 
“of providing freedom through freedom,” It may have been a mis- 
iken idea, but unfortunately we have had instead the “ethical state”—and 
cost blood and tears. 

In order to find a parallel idea that is as radical, it is necessary to make 
p of almost two hundred years to Herbert Read and his famous Educa- 
on through Art (1943). Read's major thesis is that artistic activity, and it 
One, can realize and develop a kind of comprehensive experience within 
child. He perceives chat it is not necessary to sacrifice the imagination 
Order to develop logical thought. On the contrary. And certainly Read's 
ork has had a strong influence in the area of understanding and interpret- 
B children's arcwork. 

Read's only mistake, to speak a posteriori, is chat he talked about imagi- 
Mation only in relation to the function of art. Here Dewey saw things ber- 


ftthan Read did when he wrote: 











In the past, creativity was almost always talked about in refere 
called expressive activities and to play, almost in opposition t0 0 
ences, such as the conceptualization of mathematical and scienti 
investigation of the environment, historical and geographical re 
The fact that even the most committed and well-disposed people f 
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‘The proper function of the imagination is vision of realities and 
that cannot be exhibited under existing conditions of sense perce; 
insight into the remote, the absent, the obscure is its aim. History, 
and geography, the principles of science, nay, even geometry and 
are full of matters that must be imaginatively realized if they are res 
(How We Think) 


| interrupt the quotation at this point because it is not as in 
after this, and that is a shame. 

Creativity in the number one spot. And the teacher? 

The teacher—according to the Movimento di Cooperazion 
cativa—is transformed into an “animator.” Into a promoter of ¢1 
‘The teacher no longer transmits beautiful, prepackaged knowledge, 
a day. The teacher is no longer a circus trainer of ponies and sez 
teacher is an adule who is with the children to express the best i 
herself, to develop his or her own creative inclination, imagin; 
constructive commitment as well, in a series of activities thar 
consideration. Emotional and moral qualities (the values and 
living together) are elicited in works of painting, theater, sculp 
music; one’s cognitive ability (natural science, linguistics, socio 
constructive technology are elicited in games. None of these 
should be treated as mere entertainment or pastimes, in conteast to 
that are considered more serious. 

‘There is no hierarchy of fields whatsoever. Basically there is 0 
ficld—teal life, encountered from all points of view, beginning 
reality of the school community, togetherness, the ways we live and 
together. In a school of this kind, the child is no longer a consume 
culture and values, but a creator and producer of values and culture. 

‘These are not just words—they are reflections born out of pra 
experience in schools, out of a political and cultural struggle, outo 
years of commitment and experimentation. They are not recipes; th 
stitute a new position, a different role. And it is understandable th 
this point, innumerable problems confront these teachers, demand 
be resolved once more. But between a school thar is dead and one d 
alive there is a true mark of distinction: the school for “consumers” is 
Pretending co be alive, it cannot avoid putrefaction. A school that is 
and new can only be a school of “creators.” This means that there i 
such thing as “students” or “teachers,” but whole individuals. “A ren 
coward an all-around development of the individual,” Marx would 
Poverty of Philosophy), “begins to make itself felt.” 

Tris ceue that he said “begins” and wrote this many years ago. 
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secs things in advance, one can be 
‘course of time is never identical with that of the individual, and things do 
pot ripen at fixed times like peaches, Marx was not a dreamer, but he had 
an extremely strong imagination. 


Imagination, Creativity, School 


led as a dreamer because history's 


And I do not deny that, even today, it takes a great dose of imagination 
ro see beyond the school as it is now, and to imagine the crumbling of its 
*reformatory with curriculum” walls. 

But it also requires that one believe that the world can continue and 
become more humane. The apocalypse has become fashionable again. The 


social classes that foresee the decline of their status in the near future per- 
ceive this decline in the form of a universal catastrophe, and they read the 
‘ecological maps just like the astrologers read the stars in the year 1000. 


Old people are egocentric. Giacomo Leopardi, the pessimist with open 


eyes and sharp mind, fully understood this a long time ago as he copied 


and commented on a letter, already old at the time, in his notebooks, 

Zibaldone. \t was a Sunday in the year 1827, and the letter was already 

filled with a lament that “the seasons were no longer what they once were.” 
But you can read it for yourself: 


“In the meantime it is certain that the old order of the seasons is gradually 
becoming mixed up. Here in Italy people have begun talking and quarreling 
everywhere. Some say that spring and fall no longer exist, and duc to the 
disappearance of clear boundaries there is no doubt that the cold will over- 
come. I have heard my father say that during his youth in Rome everyone 
wore summer clothes on Easter Sunday. To whoever does not need to pawn 
his flannel shirts right now, I recommend that he guard against getting rid of 
even the smallest thing that he wore in mid-winter.” (Magalotti, Lettere 
familiari, Pact 1, Leer 28, Belmonte, 9 February 1683, a hundred and forty- 
four years ago!). If those people who maintain that the earth is becoming 
colder and colder just like the good Doctor Paoli {in his wonderful and schol- 
arly research on the molecular movement of solids), and who have no other 
evidence to show than the testimony of our old people, who affirm the very 
same thing that Magalotti says, and allege the same customary thing that they 
connect with this season, then one can sce from this contrast that they would 
not have much effect with this argument. Magalotti, that old culogist of the 
carly days of the church, wants to believe that even the natural things in his 
childhood and youth were better than what came after, because he is dissatis- 
fied with human things. The reason for this is clear, namely, this was the way 
things seemed to him at that time—the cold did not bother him, he felt it 
much less, et cetera, et cetera... . 


With a little practice it is possible to take lessons in optimism even 
from Giacomo Leopardi. 
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Notes 







thnology through the writer Cesare Pavese, who began editing a fa- 
series of books on these themes for the publisher Einaudi. | dis- 
d linguistics some years after | abandoned the university, where | 
ucceeded—certainly with the university's help—in never having a clue 
out linguistics. Ac least I learned one thing. If one has something to 
o with children and wants co understand what they do and what they 
pedagogy is not sufficient, and psychology is nor able fully co repre- 
snt all their expressions and actions. It is necessary to study other things, 
9 acquire other analytical instruments and ro set other standards. Even 
fone has to do this as an autodidace, it will not be damaging. On the 
contrary. 
I am nor ashamed co confess how impoverished my cultural back- 
ound is. As a result, it does not permit me to write a scholarly essay on 


Notes 
Novalis 
Novalis, quoted in the first chapter, began to publish his fragme: 
when he was twenty-six. In his first collection, entitled Blas 
fen), the following thought occurred co him: “The art of wri 







































of this kind are literary seeds. Of course there may be many | 
grains among them—but this doesn’t matter as long as so 
flower!” The quote about the fantastic that I cited in this chap 
in Philosophische und andere Fragmente, and the inal reads: “Hi 
auch cine Phantastik wie cine Logik, so wire die Erfindun, 
erfunden.” ‘ 
Novalis’ Fragments shed light everywhere for everyone. For 
guist: “Each person has his own language.” For the politician: 
practical is economical.” For the psychoanalyst: “Sicknesses mu: 
garded as corporeal insanity and partially like fixed ideas.” 
Novalis, whose voice was the purest of romanticism, the 
“magical idealism,” had a knack of perceiving events and probler 
ity that his contemporaries were unable to sce. 
In a good selection of his Literarische Fragmente (Literary Frag 
there is the following reflection: “Every poetic work interrupts 0 
condition, the daily routine of life—similar to what dreams d 
to reinvigorate us, to keep the very meaning of life itself awake in 
In order co understand this fragment fully, in my opinion, it 
sary to place it next to another that defines romantic poetry as 
making an object strange and nevertheless familiar and attractive. 
Read without a code, the two fragments contain perhaps the 
the “estrangement” of the object, which Victor Shklovsky and th 
formalists of the 1920s regarded as essential for the artistic p 


pon my experiences. Nor does it bother me thar I must decline to docu- 
nent all chat I have said with a comprehensive bibliography, so that every- 
thing may seem as though it were improvised or like inventions pulled out 
‘ahat, | am sorry co be ignorant, burl do not regret cutting a poor figure. 
fact, | would say chat it is necessary to know how co cut a poor figure on 
in occasions. 

Now, having said all this, I shall admit thac 1 owe a great debt to 
Umberto Eco’s book, Le forme del contenuto (The Forms of the Contents), 
especially co his essays “I percorsi del senso” (“The Ways of Meaning”) and 
“Semantica della metafora” ("The Semantics of the Metaphor”). | read 
them, took notes about them, and forgot them. But I am certain that some- 
thing of their intellectual brilliance rubbed off on me. 

Eco’s essay “Generazione di messaggi estetici in una lingua edenica” 
The Generation of Aesthetic Messages in an Edenic Language”) serves 
asa striking example of a tendency in our times to break down the bar- 
tiers beeween art and science, mathematics and play, imagination and 
ogical thinking. It is possible to read this essay like a story. It is possible 
to transform it into a fascinating toy for children. And Eco would not be 
‘offended if | advised friends who are elementary school teachers to do 
this because, after having adequately explored all the possibilities for play 
(which are many), they should try to introduce this toy into a fifth grade 
ilvio Ceccato has already demonstrated (see // maestro inverosimile 
[The Unlikely Teacher|) that one should not be afraid of talking about 
“difficule things” with children. In fact, it is much easier to make the 
Mistake of underestimating them than overestimating them. 





“The Word That Plays” 
In order to provide some depth to the chapters, “The Stone in the 
“The Fantastic Binominal,” “The Creative Error,” and “Stories for] 
ing,” in which the “word” was the prime focus, I prepared mys 
could cite the appropriate “literature”: a few linguistic studies (J 
Martinet, De Mauro) and many wonderful works on semiotics (U 
Eco). But I don’t want to drop names. That would only, in 
veal my dilettantism, eclecticism, and confusion. | am a simple 
not a specialist. Like many other people, | discovered ethnog! 
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The Grammar of Fantasy 


Thinking in Pairs 
(See chapter 3.) 

Ic is interesting to note how Henri Wallon (Les origines de la 
Venfant [The Origins of the Child's Thought}) also discovers “pairs 
nance” in his conversations with children. For example, he asks: 
things are hard and tall?” ‘The answer: “A wall.” Or: “Why is it 
night” The answer: “Because the moon forgot to turn on the li 
cognitive function of rhyme is at the bottom of the pleasure that 
dren find here, and greater than the simple gratifying effect of the 
tion of a sound. 

In his essay “On the Semiotics of Art” in The Systems of Signs a 
Structuralism, Uspenski discusses this theme on the level of artis 
ation: “Phonetic affinity obliges the poet wo search for semantic 
tions beeween the words as well. In this way, phonetics genera 
thought.” 





Estrangement 

For the concept of estrangement, sce Victor Shklovsky's essays 
ture of the Novella and the Romance” and “Art as Device” in The 
Formalists; “The purpose of art is to transmit the impression of th 
as vision and not as recognition.” “The process of art is the pr 
estranging an object.” “In order to make an object into an artistic f 
is necessary to estrange it from the numerous factors of life . . . to sh 
object . . . to lift the object from its series of usual associations.” 


The “Subliminal Perception” 
The phonetic attraction between “hung up” (appeso) and “tui 
(acceso) in chapter 4 could have happened on the unconscious 

level that Tauber and Green call the “subliminal perception” in 
Prelogical Experience: “People who are extremely creative pick up 
tial of subliminal perception with great readiness.” ‘They pro 
ample of the German chemist August Kekule, who dreamed 0 
about a snake with a tail in its mouth and interpreted it as a pI 
of his projects of conceptualizing certain structural problems of 
In short, he dreamed first about a snake cating its tail and then hi 
of “the benzene ring.” In reality, the dream work did not 
to the authors—something new. Rather it utilized “sublimi 
tions,” verbal or visual, that constituted a mine for the active 
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fantasy and Logical Thinking 
With regard co the stories invented by children (see the chapters “The Word 
Hi,” “Light and Shoes,” and “Peter and the Putty”), it seems to me that the 
reflections of John Dewey in How We Think are worth considering: 


Wotes 






































The imaginative stories poured forth by children possess all degrees of inter- 
nal congruity; some are disjointed; some are articulated. When connected, 
they simulate reflective thought; indeed they usually occur in minds of logical 
capacity. These imaginative enterprises often precede thinking of the close- 
knit type and prepare the way for it. (p. 5) 


“Simulate,” “precede,” “prepare the way” . . . | don’t think it is too 


arbitrary to deduce from this that if we want to teach people how to think, 
we must first teach them how to invent, 


Here is another wonderful reflection by Dewey: 


Thought must be reserved for the new, the precarious, the problematic. 
Hence, the mental constraint, the sense of being lost, that comes to pupils 
when they are invited to turn their thoughts upon that with which they are 
already familiar. (pp. 289-90) 


Boredom is the enemy of thinking. But if we invite children to think 


“what would happen if (see chapter 5) everyone in Sicily were co lose their 
buttons,” | would bet all my buttons that they would nor bore themselves. 


The Riddle as a Form of Cognition 
(See chapter 11.) 


In Jerome Bruner's On Knowing: Essays for the Left Hand, a book that is 


stimulating for everyone and not just for educators, the author talks about 
the art and technique of discovery: 


Weldon, the English philosopher, describes problem solving in an interesting 
and picturesque way. He distinguishes among difficulties, puzzles, and prob- 
lems. We solve a problem or make a discovery when we impose a puzzle form 
on a difficulty to convert it into a problem that can be solved in such a way 
that it gets us where we want to be. That is to say, we recast the difficulty into 
a form that we know how to work with—then we work it. Much of what we 
speak of as discovery consists of knowing how to impose a workable kind of 
form on various kinds of difficulties. A small but crucial part of discovery of 
the highest order is to invent and develop effective models or "puzzle forms.” 
It is in this area that the truly powerful mind shines. But it is surprising co 
what degree perfectly ordinary people can, given the benefit of instruction, 
construct quite interesting and what, a century ago, would have been consid- 


ered greatly original models. (pp. 94-95) 
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the University of Pisa, created in association with a middle school and the 
Institute for Nautical Science of Livorno. The “primary subject matter” of 
the research consisted of some riddles and problems that were commonly 
told in that region: “How does one save cabbages from a goat and a goat 
from a wolf when all three have to be carried over a bridge separately?” 


In his book, Lieducazione della mente (The Education of the 
Lucio Lombardo Radice dedicates a fascinating chapter to the rid 
its many different forms.” In particular he analyzes the “guess-what 
in which one player “thinks” about something (an object, an an 
person, etc.) and another tries to guess what it is with a series of qi 
until he or she discovers the answer. 


From th ctive of intellectual maturati id isiti pe Eifses ef Amplification 

rom the perspective of im ual maturation and acquisition of a.¢ The transition from the original fairy tale to the “recast fairy tale” (see 
heritage, it is one of the richest and most useful games. ‘To begin wit 18) is bi heahou ially through “amplification” of ck 
necessary to teach children the method that they are to use to guess (if| chapter ) ii. para pias Pee SAPS Un ONCE TDS 
themselves the first time they will not know what to ask). The best meth described in the essay with the same tide by A. K. Zolkovsky, published in 
that of gradually restricting the range of possibilities. Man, wo Italy in / sistemi di segni e lo strutturalismo sovietico: “An clement that is at 
animal, vegetable, or mineral? If it is a man, is he living? Did he re: first fully trivial and insignificant suddenly becomes a decisive factor when 

E 6 he ‘ ie y 
long ago, or is he fictitious? IF we know him personally, is he youn laced in a particular context. This becomes ible through the multi- 
1B ABS P Y yor Pp Pp pos: ip! 

married or single? ... The method about which we are talking is mu faceted and so-to-speak asymmetrical character of things: what is mean- 
than just a rick for guessing, it is the principal method of the mind:. ingless in a certain sense prepares the way under certain conditions for 
cation, the regrouping of experienced data in qaneep ls. The ‘most in something else that is difficule and important.” In physics and cybernetics 
questions arise. More and more subtle and precise distinctions are mad this effect is called amplification: “In the process of amplification, a small 
object—was it made by men, or is ita natural object? . . . Et cetera, uantity of energy, acting asa signal, sets in motion great masses of stored- 

q "BY: ig 8 8 

up cnergy that are freed and produce effects of great importance,” Accord- 
ing to Zolkovsky, amplification can be considered as a “structure” of every 
discovery, whether it be artistic or scientific. 

A-secondary element of the original fairy tale “liberates” the energy of 
iB BY 

the new fairy tale by acting as amplifier. 


The word riddle appears curiously in Peter Brown's Augustine 
in the chapter in which the author talks abour Augustine as p 
his way of interpreting the Bible as a coded message, so to speak. 


We shall see that Augustine's attitude coward allegory summed up 
attitude toward knowledge. But his hearers «have had less 

reasons for enjoying the sermons of their bishop. For, seen in this 
Bible became a gigantic puzzle—like a vast inscription in unknown 
ters, It had all the elemental appeal of the riddle: of the mose prim! 
of triumph over the unknown which consists in finding the familiar’ 
an alien guise. (p. 253) 


Theater for Children 
Regarding development of “theater for children”—that is, ways to produce 
children’s theater within and outside the school—there are several impor- 
tant books other than the one by Franco Passatore and friends cited in 
chapter 20. See: /! lavoro teatrale nella scuola (Florence: La Nuova Italia, 
1971); Fiorenzo Alficri, “Le recniche del teatro nella pedagogia Freinet” in 
Cooperazione educativa \\-12 (1971); Giuliano Parenti, Facciamo teatro 
(Turin: Paravia, 1971); Sergio Liberovici and Remo Rostagno, Un pacse— 
Esperienze di drammaturgia infantile (Florence: La Nuova Italia, 1972); and 
Guiseppe Bartolucci, ed., // teatro dei ragazzi (Milan: Guaraldi, 1972). 
Experts might be tempted to reject the book by Giuliano Parenti be- 
Sause it doesn’t deal with children as “producers” or their techniques and 
experiences, His book is more of a guide to “theater practice,” and it does 
Not treac children as creators of their own texts very much. It talks about 
theater “made” by children, but not really “children’s theater” in the 


The passage chat follows is also interesting: 


The Africans, particularly, had a Baroque love of subtty. They 
loved playing with words; they excelled in writing elaborate 
hilaritas—a mixture of intellectual excitement and sheer aesthetic p 
a notable display of it—was an emotion they greatly appreciated. 
would give them just this. (p. 254) 


1 would also like to recommend La matematica dell'uomo 
nel problema delle scelte (The Mathematics of the Man of the St 
Problem of Choice) by Vittorio Checcucci in which he presents his 
his students’ research from the seminar of the Institute of Mathemati 
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genetive sense. Fiorenzo Alfieri’s article goes to the other extre; 
amines how children improvise scenes, how they use minimal 
means, recite spontancously, and involve the spectators, all under 
of a magnificent “uniqueness that cannot be repeated.” Here theate 
a “vital movement,” nota scene that is “re-lived.” 
Personally, I find the “Theater-Play-Life” movement the Most sip; 
cant, but I also think that Parenti’s idea of a “Grammar of Theater,” y 
can expand the horizon of the child's creativity, is also extremely 
tane. After the first improvisations it is necessary co enrich them so 
game does not become used up. Freedom needs the support of 
in a difficult but necessary equilibrium. This is also what Schiller s; 
I want to add that it would be wonderful if there were also a 
for children” to satisfy other—and no less authentic—cultural ni 
“Children’s theater” and “theater for children” are wo different 
but chey are equally important if both are—and really know how t 
themselves—ar the service of children, 


The Teddy Bear 

chapter 28.) 

‘There are many convincing essays that explain the presence of stuffed 
pears, rubber dogs, wooden horses, and other animals in the world of toys, 
Fach toy animal fulfills an emotional function that has already been fully 
depicted. The child who takes his teddy bear to bed has the right not to 
know exactly why he is doing this. We know why, more or less. The child 
receives the warmth and protection of the father and mother who at that 
moment can no longer reassure him through physical contact. The rocking 
horse has certainly something to do with the fascination of riding, and 
with the training to become a soldier, at least in a subliminal way as in the 
days of antiquity. But in order to explain the entire relationship berween 
the child and the toy animal, it is necessary to go even further back in time. 
We must revurn to those distant times when the first animals were domes- 
ticated and the first young animals began to live among the tribe and fam- 
ily. The young animals were perfectly suited for growing up with the 
children. We must go back even further, to the depths of tocemism, when 
not only the child but the entire tribe of hunters clevated an animal to 
become its protector and benefactor, proclaimed it as the tribal father, and 
assumed its name. 

The first relationship with animals was of a magical nature. The face 
that the child can experience this phase again in his development is a theory 
that circulated some time ago without convincing everyone. But the little 
teddy bear has something of the totem about it, The domain in which it 
lives has even the contours of myths, which are not arbitrary creations of 
the imagination, but forms for approximating reality. 

When the child gets bigger, he forgets his teddy bear. But not com- 
pletely. The patient animal will continue to snuggle within him as in a 
warm bed, and one fine day it will jump out unexpectedly, unrecognizable 
at first glance. . . . 

Surprisingly, we see this occur in a passage of V. Gordon Childe's book 
Man Makes Himself, The author writes the following, in another context: 


Some degree of abstraction is, however, a feature of any language. But having 
thus abstracted the idea of the bear from its concrete and actual surroundings 
and stripped it of many particular attributes, you may combine the idea with 
other similarly abstracted ideas or endow it with attributes, though you have 
never encountered a bear in such surroundings or with such attributes, You 
may, for example, endow your bear with speech, describe him playing a musi- 
cal instrument. You can play with your words, and that may contribute wo 


Fantastic Market Research 
A modest treatment of “fantastic market research” (see chapter 23) 
tained in my little book, / viaggi di Giovannina Perdigiorno (The Trav 
Giovannino Perdigiorno). Vhe protagonist of this story visits, in st 
men made of sugar, the planet of chocolate, men made out of so 
made out of ice, men made out of rubber, men made out of clou 
melancholy planet, the children’s planet, the “most” men (strong 
test, poorest, et cetera), men made out of paper (lined and grap 
made of tobacco, the country without sleep (where the “rise and 
song is heard instead of the good-night lullaby), men made out of 
the country of “nes” (where nobody knows how to say “no” or 
the country without errors (which does not exist, but perhaps it 
day). I'm not writing about my book to publicize myself, but becs 
different children, after having looked at the book and read the fi 
pages, did not even wait for the end, but began immediately in 
countries and men made out of the strangest stuff, our of alabaster, ¢ 
and even out of electricity. After they had grasped the concept 
project, they began using it in their own way, just as they regularly 
toys. To have gencrated the desire in children to play seems to me (0! 
great success for a book. 
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mythology and magic. It may also lead to inventions, if the thiny 
talking or thinking about can be actually made and tried. Talk of wi 
certainly preceded by a long time the invention of a workable flying-n 


This is a beautiful passage that says more than it seems about th 
portance of playing with words. And the bear is a perfect fithere. But 
“primitive” people, who endow the bear with the ability ro speak, 
dren, who have their teddies speak while playing with them, 
people? | suspect thar when Gordon Childe was a child he played y 
teddy bear, and that the unconscious memory of this influenced the; 
passage. 


A Verb for Playing 
(See chapter 30.) 

“The children know a form of the past tense more than theg 
I wrote on January 28, 1961, in an article published in Paese sera d P 
to the imperfect tense that children use “when they assume the role o 
imaginary figure, when they enter into the fairy tale, exactly 
make the final preparations for their game.” This imperfect, the 
son of the “once upon a time there was” that provides the beginnii 
fairy tale, is actually a special present, an invented time, precisely a 
playing; for grammar, it is a past present. Dictionaries and grammar 
however, seem to ignore this special use of the imperfect. In hi 
Dizionario grammaticale, Vincenzo Ceppellini notes five very good wa 
use the imperfect, and he defines the fifth as the “classical time in 
tions and fairy tales.” But he overlooks the games of children. 
Panzini (see La parala ¢ la vita |The Word and Life|) comes very: 
making the decisive discovery when he says that the imperfect “ 
the suggestive moments of poetical evocations and recollections,” 
closer when he notes that fabula, from which we obtain favola (fairy 
comes from the Latin fari, that is, to speak (favola, “the spoken 
Buc neither succeeds in classifying an “imperfect of the fairy tale.” 

Giacomo Leopardi, who had a cruly fabulous ear for verbs, sui 
in picking up in Petrarch an imperfect in the meaning of a past 
tional: “Chogni altra sua voglia / era a me morte, ¢ a lei infamia rea’ 
every other desire of hers / was death for me, and for her, disg 
famy"). That is, it wauld have been death for me. But we see that 
pay attention to the yerbs of children, when he saw them playing 
ing “in a crowd on the little square” and took pleasure, the good 
their “cheerful noise.” And to think that perhaps in that chee 
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Notes 


was also the voice of a little boy who suggested playing a naughty 
- “| was the humpback, the young count with a humpback. . . .” 

In his Grammatica rivoluzionaria, Toddi comes up with a fortuitous 
age along these lines: “The imperfect is often used as background scen- 
in front of which the rest of the action develops. . . .” When children 
say “I was,” they shift the background to the front and change the scene. 
But the grammar books do not take any note of them, except to make life 
jifficult for them at school. 


Stories of Mathematics 

Next toa “mathematics of stories” (see chapter 34) there are also “stories of 
mathematics.” Whoever follows Martin Gardner's column “Mathematical 
“Games” in the journal Scientific American understands right away what | 


mean. The games that mathematicians invent often assume the character 


of fictions that are only one step away from narrative invention. Here, for 
example, is the game of “Life,” created by John Norton Conway, a math- 
ematician from Cambridge (Scientific American, May 1971), It consists of 
simulating on the computer the origins, the transformation, and the de- 
cline of a society of living organisms. In this game, the initially asymmetri- 
cal configurations tend to become symmetrical. Professor Conway calls 


them “bechive,” “light,” “pond,” “snake,” “ferry,” “boat,” “glider,” “clock,” 
“toad,” et cetera, He assures us that they constitute “a marvelous show to 


watch on the computer screen,” In the final analysis, it is a show in which 


the imagination observes itself and its own structures. 


In Defense of Puss in Boots 

Regarding the child who listens to fairy tales (see chapter 35) and the pos- 
sible content that a child hears in chem, I would like to discuss an article by 
Sara Melauri Cerrini (in Giornale dei genitori, December 1971) about the 
moral of Puss in Boots, in which she states: 


In the storics for children it often happens that someone dies at the beginning 
and leaves the children with some property and other goods as the inherit- 
ance. The least valuable object always has a magical quality to it. In general, 
the brothers, who are the heirs, do not like one another. The most fortunate 
‘one wants to have everything and lets the others fend for themselves. ‘That is 
the way it is in our story, in which the youngest is the least fortunate. He is 
lefi only with a cat and does not know how to keep himself from starving. 
Fortunately, the cat, who calls him master, places itself voluntarily at his ser- 
vice and promises to help him. This cat is in reality none other than a clever 
rogue who knows the ways of the world. He also knows that appearances 
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count, and this is why he uses the few coins that his master gives hir 
a handsome suit, boots, and a cap. Dressed in this manner, and 
gaudy present, he appears before the king in order to obtain 
Here a tried and tested technique is already revealed to the cl 
nique for moving out from under the shadow, to approach p 
power, and to make ‘one’s fortune: dress yourself nicely, be 
have an importance mission to fulfill, bring a gift to those whom 
impress, use an authoritarian manner to intimidate anyone who 
your way, present yourself in the name of an important person, and t 
of the world will open for you. 






And after the entire fairy tale has been recapitulated like th 


the conclusion: 


Here is the moral of the fairy tale: with cunning and deceit, one 
nce the family kindness, the mutual aid a 
brothers, is lacking, itis necessary to obtain aid from someone who 
system, that is, from a politician like the cat in order to bea 

simpleton like the powerful person usually is. 


as powerful as a king. 


In my commentary (bel 
tale, | do not contest its vali 


In my “Defense of Puss in Boots,” L weote th 
what Propp wrote in his book The Histor: f 
the motifs of “magic helpers” and “magic gifts,” wl 

motifs in the popular folk tales. According to Propp (and others 
animal that figures in the tale as a benefactor of man, or helps hi 
difficule tasks, or rewards him in an extraordinary way for saving 
hunt is—now dressed as a “worldly” and purely literary fig 


animal venerated by pi 


with animals, 

In the old rites of ini 
animal protector, a “guat 
about these “guardian spi 





pact with it. During the transition to non-migratory, farming. 
abandoned the old totem religions, but retained a particular and 























) on Melauri’s interpretation of 


ve hunting tribes, which had a kind ¢ 


spirit.” After these rites were abando 
is" remained, The animal protector 
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, but | do recommend caution. 
demystify things quickly, but one can also miss the target. Icis 
Puss in Boots the setting and the costumes are medieval and paral 
theme of cunning as a defense weapon or a weapon of attack by 
against the powerful. This theme belongs to an ideology of the 
and represents the way of life of the serfs, who are capable of 
(everyone gives a hand in tricking the king), burt not of genuine 
However, the cat as such is another matter. . . « 













, the young boys of the tribe were as 






Notes 


formed into the “helpful fairy” in the folk tales and lived on in people's imagi- 
nations, acquiring over time different meanings, so that it is difficult to recog- 
nize the guardian spirits in the various disguises that they had to wear. 

We are obliged to use our imaginations to retrace the path of the fairy 
tale, to divest it of its lively colors and to reach its most secret core: then we 
can once again recognize the young initiate in the orphan or in the youngest 
of the three brothers (for it is always the initiate who is at the center of this 
type of fairy tale). Then we can also recognize the “guardian spirit” in che cat 
that takes it upon itself to make fortune shine upon the boy. And if we return 
to the fairy tale at this point, it can be that the cat suddenly reveals itself to 
have two faces—one of the initiator who introduces the boy to a corrupt and 
inhuman world, all perfectly described by Sara Melauri; the other of the ally 
who secks justice for his protégé. And in any event, this old cat, heir to ob- 
scure traditions that go back thousands of years, a relic of the entombed and 
silent times of prehistory, appears to be much more respectable than the cor- 
rupt rogue of a phony swindler at the king's court, 

Naturally, the child who hears the fairy tale about the cat with boots 
experiences it in a present that has no place for history or prehistory. But in 
some inexplicable way the child senses perhaps that the genuine core of the 
fairy tale is not the career of the false Marquis of Carabas, but the relationship 
between the young man and the cat, between the orphan and the animal. 
This is perhaps the most durable image—and, on an emotional level, the 
most effective, This image settles in the child’s emotional framework, often 
partly formed by an animal, real or imaginary (toy), that assumes a role of 
great importance, already described by psychology. . . . 

















In issue numbers 3 and 4 (1972) in Giornale dei genitori, Laura Conti 


Wrote a new “Defense of Puss in Boots,” which | shall repeat here almost in 
its entirety: 









J want to tell how l experienced the tale of Puss in Boots as a small child almost 
fifty years ago. 

Firse of all, the cat, just like his little master and me, was somebody little 
in the world of big people. But his boots placed him in a position to take very 
big steps—that is, to be able co step out of his condition of smallness and yer 
remain in it. I, too, wanted to remain little, but to do things that big people 
do, to do battle with them on their own terrain, in a big way. . .. 

The relationship of little and big departed from its actu. meaning, its 
dimensions, to project itself figuratively. The cat is not only little, bur itis also 
underestimated, considered useless; its presence in the house became a te- 
dious whim of mine. This is why it pleased me so much that the little useless 
animal became a powerful ally. The cat's actions did not interest me at all. | 
forgot all about them: it was necessary to read the Giornale dei ‘genitori for me 
to recall his clever diplomacy, and I confess that his diplomacy was rather 
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vulgar, But for me, the cat's actions were not as important 
achieved: it was significant for me that he was able to win while 
loser, if | may be permitted to express the feelings of a child in 
adults. (In fact, the young man who inherited the cat was piti 
ning because of his miserable inheritance.) In short, | was 
double transformation, from little to big and from loser to 
terested in the victory in and of itself—I was interested in 
victory. The double nature of the cat (little-big, loser-winner) 
fies the paradoxical wish to be big while remaining little, but 
paradoxical wish, to see the victory of a creature that remains 
soft cat, I detested the strong in the fairy tale battles between 
weak, and [ took the side of the weak. But if the weak won, t 
that they would have to be considered strong, and one would 
them. The story of Puss in Boots averted this risk because the 
wins the game against the king, remains 
the situation of David and Goliath, but it is with a David who o 
ashepherd and never becomes the powerful King David. Lam n 
ing this comparison a posteriori: at the same time that | was 
about Puss in Boots, | also heard the biblical story. And the fact d 
herd became king did not please me. What | liked most was that! 
gianc with his little sling. In contrast to David, the cat defeated t 
he did not become king. He remained a cat. 

‘Thus, if I think about my personal experience, I can fully o 
thing that you say: it was not the content but the “movement” t 
tial in the fairy tale. The content could have been conformist 
but the movement was very different because it demonst 
counts in life is not the friendship of kings but the friendship of 
the friendship of litele creatures, underestimated and weak, who kno 


succeed against kings. 







































Expressive Activity and Scientific Experience 

As a commentary on chapter 41 (“Imagination, Creativity, 
the following passage from / modi dell insegnare (The Ways 0) 
Bruno Ciari: 


Ac first glance it would seem that there is no point of contact 
sive activity, creativity, and scientific experience. On the contr 
close relationship. Children who use brushes, paints, paper, 
per to express themselves, who cut out things, paste them, 
develop habits through these activities of making things co 
and exact. These habits contribute to the formation of a g 
attitude in which a creative aspect is always present anyway, # 
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puter helps che mathem 


Notes 


reveals itself in the capacity of the real scientist to make use of the most simple 
means from his immediate surroundings for his experiments. Even though we 
may all agree that scientific education must have its starting point in facts, 
observations, and the real experience of the child, I would like to emphasize 
that the most important expressive activity, the free text, stimulates children 
to observe reality better, to immerse themselves in experience. 


The students of Bruno Ciari bred hamsters, learned how to use the 


punting system of the Maya in their games, discovered a hypothetical 


od of time in an experiment in preserving meat in ice, and transformed 






half che class into an artist's studio. In short, they brought imagination 
ato everything that they did. 


rt and Science 
ee chapter 41.) 









There is a most interesting book about the structural analogy and ho- 


mology between aesthetic and scientific methodologies: La scienza e Varte 


jence and Art) edited by Ugo Volli. The general thesis is that “scientific 
and artistic work have the same common characteristics in that they 


fo ray reality, give it meaning, and transform it. Thar is, they reduce ob- 
ects and facts to social meanings. They are both semiotics of the real.” Vhe 


ious essays, written by many different authors, move along the tradi- 
al boundary between art and science: they seck to negate this bound- 
, to demonstrate that it is not justified, and to discover a common 


ground that is becoming larger, where are and science can work with in- 


more and more similar. For instance, the com- 
jan just as much as it does the artist in the 
h for new forms. Painters, architects, and scientists work cogether in 


iments that are becomi 






fenters of aucomatic production of plastic forms. Nake's formula for his 


puter graphics would work wonderfully in a grammar of the imagina- 
, and in fact, I shall recopy it here: 


Given a finite repertory of R signs, a finite number of M rules in order to 
combine these signs with one another, and given a finite intuition /, which 
determines from case to case which signs and which rules are to be chosen 
under Rand M. The totality of these three elements (R, M, 2) will then repre- 
sent the aesthetic program. 


Here it must be emphasized that / represents the intervention of 


ance. And it can also be observed that the whole thing has the form of a 
itastic binominal, in which F and M are the norm and /is creative arbi- 


ess. “Even in art,” the artist Paul Klee had already written in the pre- 


Pernetics epoch, “there is sufficient space for exact research.” 
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